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Au Bonheur des Amateurs: 
Collecting and Exhibiting 
Islamic Art, ca. 1880-1910 
ABSTRACT 
Temporary exhibitions of Islamic art in Paris, Stockholm, Algiers, 
and Munich (ca. 1880-1910) are studied through catalogues, 
photographic records, and reviews. The history of early exhibi- 
tions is traced by analyzing social and economic forces, princi- 
pally the agency of the collector, who defined aesthetic values and 
techniques of display primarily in domestic spaces. The amateur's 
social values were translated to the public sphere through meth- 
ods of display. Despite the amateur's effort to maintain social dis- 
tinction in the face of a growing market, the very features of dis- 
play-densely packed objects arranged in seeming disarray-that 
the amateur had used at home were appropriated in commercial 
venues such as the department store. New techniques of installa- 
tion, derived from the Secession, were used in Munich in 1910 to 
free objects from the connotations of Orientalism. Although such 
techniques attracted scathing criticism, especially from French 
circles, they would become the mode of choice in future museums. 
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AU BONHEUR DES AMATEURS 
No sooner had they passed the door than they 
were greeted with a surprise, a marvel which en- 
raptured them all. It had been Mouret's idea. He 
had recently been the first to buy in the Levant, 
at very favorable terms, a collection of antique 
and modern carpets, of rare carpets such as until 
then had only been sold by antque dealers at very 
high prices; and he was going to flood the mar- 
ket with them, he was letting them go almost at 
cost price, was simply using them as a splendid 
setting which would attract art connoisseurs (la 
haute clientle de l'art) to his shop. From the cen- 
tre of Place Gaillon one could catch a glimpse of 
this oriental hall, made entirely of carpets and 
door-curtains, which the porters had hung up 
under his direction.... 
This sumptuous pasha's tent was furnished 
with arm-chairs and divans made from camel- 
bags, some scattered with designs of multi-col- 
ored lozenges, others covered with artless roses. 
Turkey, Arabia, Persia, the Indies were there. 
Palaces had been emptied, mosques and bazaars 
rifled.... Visions of the Orient floated beneath 
the luxury of this barbaric art, in the midst of the 
strong odour which the old wools had retained 
from lands of vermin and sun. 
-Emile Zola, Au Bonheur des Dames (1882)1 
Z7 0 LA' S NOVEL, from which this passage was 
taken, centers on a fictitious Parisian depart- 
ment store named Au Bonheur des Dames.2 
The novel's striking human interest derives in large 
measure from the massive social changes that it de- 
scribes. Indeed, its recurring descriptions of minutely 
observed store displays are of equal interest and form 
an intriguing commentary on contemporary tech- 
niques of retail display. Elsewhere in his novel, Zola 
introduces Octave Mouret, "revolutionary window- 
dresser ... who had founded the school of the brutal 
and gigantic in the art of display." For a display of 
silk textiles, Mouret "wanted avalanches, seemingly 
fallen at random from disembowelled shelves"; "He 
FIG. 1. Oriental room, at the home ofAlbert Goupil, 7 
rue Chaptal, Paris, before 1888. Photo: Imprimerie de 
l'Art, Paris, 1888. After Catalogue des Objets d'Art 
de l'Orient. 
used to say that on leaving the shop the customer's 
eyes should ache."3 By placing commodities within 
reach of eye and hand in stunning and beguiling ar- 
rays and by democratizing luxury, Mouret ensnared 
the buying public, causing havoc at home as desire 
stretched the family's financial means to their limit.4 
In his carpet display, Mouret sets a trap for the 
connoisseur and widens his buying audience by put- 
ting the "Islamic" carpet, until then a commodity 
defined by elite taste, within reach of a broader cli- 
entele. The display played off artfully arranged pieces 
against heaps of cheaper rugs, combined them with 
furniture, and brought together products in the 
"pasha's tent" from regions of the Islamic world. The 
fiction of authenticity established through the cre- 
aton of an imaginary context-an evanescent domes- 
tic setting in the store5-and origin-textiles culled 
from bazaar, mosque, and palace-augmented the 
value of new rugs as they appeared alongside the old. 
Their history could be smelled. Odors from the wool 
wafted through the air as an inescapable olfactory 
patina. Amid this dense accumulation, specimens 
from every region of the Islamic world could be seen, 
perused, and purchased. 
Au Bonheur des Dames may appear a strange be- 
ginning to an essay about early collecting and exhi- 
bition of Islamic art, but the novel does highlight 
numerous and significant issues for the history of art, 
particularly aspects of exhibition practice. Foremost 
among these aspects is the method employed for 
showing objects and their psychological impact on 
an audience. The second is the permeability of those 
techniques as they were applied to the contextual- 
ization of objects-and the relations among objects- 
in a variety of viewing contexts, which were subject 
to constant change. Contexts and installations made 
different claims for their objects; the spaces and en- 
sembles of display possessed potentially multiple 
resonances and associations for the viewer-for ex- 
ample, the retail context of the department store and 
the universal exposition. The third aspect concerns 
the status or significance accorded to objects from 
the Islamic world, which might be reduced to the 
political, historical, monetary, and aesthetic, and to 
ongoing distinctions among categories of object (fine 
art, applied/industrial art, decorative art, ethnogra- 
phy/curio).6 That Islamic art objects were admired 
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by many cannot be denied. In fact, a recurring theme 
in the emerging discourse on Islamic art at the time 
was the art tradition's curative power for the modern 
European fine and industrial arts.7 But Islamic art ob- 
jects also represented a past glory, relics of a now di- 
minished and corrupted "Oriental" culture.8 Distinc- 
tions between substandard contemporary production 
and the superior products of the past only acquired a 
sharper focus as the century drew to its end. Viewing 
contexts and installations linked to private collecting 
and to the expansion of Islamic collections in state- 
sponsored museums worked together to define "Is- 
lamic" art9 and ultimately led to the art tradition's in- 
stitutionalizaton in the university and museum. 
This essay focuses on collections and temporary 
exhibitions of Islamic art-and their interconnec- 
tions-between about 1880 and 1903 in Paris and 
also examines exhibitions held in Stockholm (1897), 
Algiers (1905), and Munich (1910). Exhibitions in 
other European cities, for example in London 
(Burlington Fine Arts Club, 1885)10 and Vienna (Im- 
perial and Royal Austrian Commercial Museum, 
189 1),"l were ofpartcular importance among the first 
displays of Islamic art, but they are not considered 
here in any great detail. 2 In what follows, exhibitions 
are described and analyzed according to their dis- 
play, arrangement, and contents, with the objective 
of encapsulating their nature as exhibitions, a goal 
that is met with varying degrees of success given the 
sparse documentation of some exhibitions, especially 
in comparison to our contemporary practices. The 
same is also true for their reception: some are given 
only passing mention; others inspired a voluminous 
response. Also uncommon are references to exhi- 
bitionary tenets and philosophies; the exhibition 
practice of most early exhibitions must be deduced 
from what are often incomplete written statements 
or off-hand remarks and occasional photographic 
records. Of equal importance in this essay is the circle 
of participants involved in the promotion, study, and 
exhibition of Islamic art. 
The absence of a fully expressed theory of exhi- 
bitions is not at all surprising. The exhibition prac- 
tices of the second half of the nineteenth century were 
constantly changing, with experimentation in new 
forms of exhibition space and techniques of display.'3 
In fact, the clearest articulation of display techniques 
is often found in contemporary trade magazines like 
The Store Window (issued from 1897). A retrospec- 
tive analysis is further complicated by critical vari- 
ables, such as the art market's quickly changing sup- 
port structure,'4 and by debates over aesthetics and 
artistic practices. The bulk of theorized exhibition 
debate was generated by individual artists, artists' 
groups, and the growing and evolving class of pro- 
fessional critics, who considered themselves mem- 
bers or representatives of the vanguard, creative fig- 
ures opposed for one or another reason to the offi- 
cial salons and who called for independent exhibi- 
tions.'5 The implications of such debates (and their 
resolution) for the display of objects from another 
time and place-especially objects that were only 
beginning to find a foothold in the museum-are of- 
ten unclear but find their clearest expression in a com- 
paratively late concern for the historical art object's 
autonomy. This concern was ultimately fore- 
grounded in the choice of installation techniques; the 
associative and connotative values of some modes of 
installation became undesirable. 
Other interrelated issues-the formation of mu- 
seums in the Middle East and North Africa, the de- 
velopment of museum collections in Europe,'6 fac- 
tors that fostered and sustained an increase in col- 
lecting, the role of the nineteenth-century universal 
expositions,'7 the development of European nations' 
imperial and colonial programs,"i and the emergence 
of the discipline of anthropology and the category of 
ethnography in which non-Western arts were often 
placed'9-fall beyond the scope of this essay, al- 
though it must be admitted that these topics are in- 
extricably connected to its central theme. This essay 
may be considered as an introduction to the early 
collection and exhibition of Islamic art, only one 
portion of a deep historiographic and cultural analy- 
sis that would trace this specialization within the dis- 
cipline of the history of art and determine how it got 
where it is today.20 
AMATEURS' COLLECTIONS AND EXHIBITIONS 
IN PARIS IN THE i88oS AND 1890S 
A handy littde sales catalogue, which documents the 
now dispersed collection ofAlbert Goupil (1840-84), 
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son of the sawy art dealer Adolphe Goupil,2' is di- 
vided into two sections: the art of the Orient and of 
the Occident; within each section the objects are 
grouped together according to medium and briefly 
described.22 Goupil's collection, comprehensive inits 
coverage of media, paralleled the emerging scholar- 
ship on Islamic art.23 The Oriental section lists 296 
items, some of them illustrated with engravings and 
photogravures. Photographs documenting interiors of 
his home conclude ach section of the catalogue (fig. 
1). Hence, the catalogue documents the collector's 
accumulation piece by piece and illustrates the en- 
sembles that he amateur (a term used for "connoisseur" 
in the late nineteenth century) orchestrated from them. 
Hotel Drouot organized the sale that took place 
between 23 and 27 April 1888 at their auction house 
and at the home of Albert Goupil, 7 rue Chaptal, on 
Saturday 28 April 1888 at 3:00 P.M. Visitors could 
preview some of the objects at Goupil's home over 
the two days (21-22 April) preceding the show. A 
preamble to the catalogue praised the collection as a 
whole, its arrangement, and the collector's "variety 
of inspirations." Here one could find Persian carpets 
and Arab glassware together with marbles and tap- 
estries of the fifteenth century, furniture of the Re- 
naissance, modern paintings and drawings. These 
carefully chosen objects were arranged in two rooms, 
one for Oriental objects, the other for Occidental 
ones. The anonymous author emarks: 
Everything isnot arranged there completely pell- 
mell, however, but according to an expert disor- 
der (savant desordre), which puts things in their 
proper place and gives them their genuine value. 
Two rooms, or perhaps two ateliers-one dedi- 
cated to the Orient and the other to the Renais- 
sance-permit heir owner to think himself trans- 
ported by turns inside some palace from The 
Thousand and One Nights or a dwelling of a great 
lord of the sixteenth century. 
The interior photographs provide evidence for how 
Goupil had arranged objects from his collection in 
an interior space (fig. 1); presumably the visitor could 
experience these interiors during the preview and fi- 
nal sale days held in Goupil's home. 
Goupil's Oriental room at 7 rue Chaptal had 
been lined with carved and inlaid wooden panels and 
doorways, sections of a muqarnas cornice placed 
high above the room against extured wall surfaces, 
carpets hung in niches or laid across the floor. Cush- 
ions were deftly placed on top of pieces of wooden 
furniture, low stools, and a deep divan with a low 
rail on three sides. Metal candlesticks and ewers were 
set on tables or ledges, lamps suspended from the 
ceiling. A large display cabinet housed miscellaneous 
smaller objects.24 The room offered a total environ- 
ment for its collected objects-as a kind of live-in 
museum25 wherein objects functioned as highly valu- 
able, decorative appurtenances complementing the 
well-appointed interior space. 
The mode of presentation adopted in the sales 
catalogue places the potential buyer in the Oriental 
(and Occidental) room and ignores the collection's 
impending dispersal. Goupil's aesthetic sense and 
good taste are shown by the way he manipulates ob- 
jects to establish comparisons andjuxtapositions that 
bring out similarity or difference in form, design, and 
subject matter, subtle harmonies and contrasts. The 
numerous objects were arranged in an "expert disor- 
der," to produce a semblance of informality, a seem- 
ingly random array but within a unified structure that 
enhanced the aesthetic value of the individual compo- 
nents. Of course, even after the collection was dis- 
mantled, each object would retain its pedigree, authen- 
ticated by the fact of its having been owned by Goupil. 
The strategy employed in the sales catalogue and 
its preamble focuses on the personality of the ama- 
teur and argues for a seamless relation between col- 
lection and collector. The collection's quality 
matches that of the man. Some years later in 1894, 
Georges Marye, reporting in the Gazette des Beaux- 
Arts on the Exhibition of Muslim Art at the Palais 
des Champs-Elysees in 1893, would single out 
Goupil's collection of Persian carpets offered up at 
auction and claim that the 1893 exhibition was the 
first to rival it.26 An earlier confirmation of Goupil's 
aesthetic sensibility had appeared in 1885 in essays 
by Emile Molinier (a curator at the Louvre) and Henri 
Lavoix on the Occidental and Oriental portions of 
the collection, respectively.27 Lavoix's essay on 
Goupil's Oriental art began with his recollection of 
taking notes "alone in this vast room arranged with 
so much taste and with such an original disposition, 
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in the middle of this oriental museum where a half- 
light penetrates, softened by the mashrabiyya 
(moucharaby)."28 Standing in this room, Lavoix's 
mind turned to the man "who brought together each 
of these riches one by one." Lavoix concludes by not- 
ing that Goupil does not behave with the vanity of a 
possessor but as an amateur, full ofjoy at his discov- 
eries and their artistic merit. 
A similar presentation of a collection through its 
collector is used in the sales catalogue for Frenchjew- 
eler, painter, and collector Henri Vever. In it, L. 
Roger Miles describes the atelier, located on the sixth 
floor of an apartment building,29 as a refuge, a "place 
to talk, to discuss painting and painters."30 Vever's 
collection combined modern painting with the Ori- 
ental art of the past. In his detailed diaries, Vever 
records numerous visits to friends' homes, where the 
gathering of men would examine items that they had 
collected. Illuminating is an entry in Vever's diary 
dated 23 January 1898, in which he records a visit to 
Charles Gillot, a friend and printer by profession: 
Afternoon, at Gillot's [place]-Callot, Leflevre, 
Joly, Ch Houdard, and me-we were in ecstasy 
at every step before the wonderful pieces of this 
magnificent collection-it is certainly the most 
well-balanced gathering but also the most beau- 
tiful that one can see. Every series is represented 
in it by a quantity of choice pieces: lacquers, 
pottery, bronzes, paintings, etc. etc. And all of it 
is arranged with a refined taste-furniture of 
Grasset, oriental carpets, the general disposition 
is perfect. It seems that when Gillot sets a new 
object in a showcase that it is improved, like a 
painter who puts a stroke on the canvas-It is a 
perfect harmony and an exquisite refinement- 
And what a likeable and unpretentious man!3' 
Vever's comparison of collector to painter under- 
scores the collector's choices and his role in shaping 
aesthetic ensembles. 
On 17 October 1899, Vever describes another 
visit to the home of Gillot, this time for lunch.32 Gillot 
had asked him to bring his "beautiful Persian book," 
which he, Gillot, and Grasset then examined. In ad- 
dition, Vever took with him a book of Japanese 
sketches that Grasset also liked.33 Gaston Migeon 
arrived later for dessert, and together they looked at 
drawings by Kenzan. Presumably, Goupil, like Vever 
and Gillot, used his home as a quiet setting for dis- 
cussion with choice friends of the same aesthetic pre- 
dilections to commune with objects. For them Islamic 
art functioned as a palliative to refresh the spirit and 
soul. Its formal features were to be studied in a set- 
ting whose power may even have been to effect a 
mental transport to another time and place. 
The amateur's collection was private and exclu- 
sive; in order to see it one had to be admitted to a 
circle of like-minded, qualified, and financially well- 
equipped individuals, who were nearly always male.34 
Although collecting had become possible for a wider 
social group than before because a growing art mar- 
ket allowed purchase without requiring travel,35 ex- 
clusivity was maintained by enforcing strict criteria 
of connoisseurship so that buying top-class objects 
only became harder. The development of higher 
connoisseurial values had the effect of reinscribing 
differences between social groupsjust as they seemed 
in danger of disintegrating. Occasionally, objects 
from private collections would be transferred from 
the private domestic space to the exhibition for pub- 
lic view to allow the initiated and uninitiated alike to 
glimpse treasures that lay hidden away.36 The activi- 
ties of collection and visual examination allowed the 
amateur the means to affirm his social status in pri- 
vate, and this status could be translated to a public 
setting as a "dramatization of bourgeois private life."37 
The particular form of displaying objects in a 
private domestic context also showed the collector 
as a creative persona. Goupil's collection was ar- 
ranged in what might be termed "ateliers" and not 
just rooms. Lavoix considered Goupil's home to be 
a museum; in Vever's mind, Gillot's arrangements 
were analogous to an artist placing brushstrokes on 
a canvas. The fact that the authors' references fluctu- 
ate between different spaces, graded along an increas- 
ingly private to public axis, offers an insight into the 
range of associations for some contemporary view- 
ers, especially to the artist's studio of the late nine- 
teenth century.38 But nowhere-and of course this is 
not at all surprising-do we find references to either 
the department store or to the universal exposition, 
although these commercial contexts, ironically, 
shared many of the same features of display and the 
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FIG. 2. Collection of Hakky-Bey, Paris, 1906. Photo: Georges Petit, Paris. After Collection Hakky-Bey: Objets 
d'art et de haute curiosite. 
spectacular aspect of uniting objects to simulate an 
authentic context.39 The passage from Zola's novel 
makes a gesture toward contemporary social mores 
and structures that sought to prevent the conflation 
of, or association between, commercial and noncom- 
mercial spheres. Otherwise why would the "revolu- 
tionary" Mouret's effort to tempt connoisseurs into 
the store's domain be so scandalous (even if tacitly 
so in Zola's text)? It is in this context that the display 
of objects owned by dealer and collector Hakky-Bey 
acquires a special resonance (fig. 2). The photograph 
offers a visual preface to a sales catalogue published 
in 1906 when Hakky-Bey's collection was put up for 
sale, lock, stock, and barrel (even the wooden dis- 
play cases were sold).40 The photograph almost cer- 
tainly shows his shop, but it is a space domestic in its 
scale and almost so in its trappings-the plush, pat- 
terned wall hangings, gas lamps, and carpets under- 
foot. But the absence of furniture for sitting suggests 
a retail context. The interior illustrates the porosity 
between public and private, domestic and retail, 
through particular display techniques. 
Another figure in French collecting circles was 
Charles Schefer (1820-98), who became Professor 
of Persian at L'Ecole des Langues Orientales Vivantes 
in 1857. His collection-once housed at his home 
on avenue Ingres at Passy-encompassed art from 
North Africa and the Middle East, China andJapan. 
Henri Cordier lamented the dispersal of Schefer's 
collection in the year of his death, in a sale organized 
by Hotel Drouot in 1898:4' 
One must deplore the dispersal of such a collec- 
tion: the Orient is poorly represented in France, 
15 
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not only in private galleries but also in state mu- 
seums; and that despite the fact that we are a great 
Muslim power. The Louvre has plainly shown 
its dearth [of objects] through its embryonic ori- 
ental rooms. The museums founded by Cer- 
nuschi and Mr. Guimet are devoted to China and 
Japan; who will give us their equal for the trea- 
sures of Syria, Egypt, and the Maghrib?42 
Figures like Goupil and Schefer were pioneers of 
sorts; as private collectors they sought out and pur- 
chased objects at a time when public institutions, 
especially in France, were only beginning to develop 
and expand their holdings. Cordier addresses the 
lack of a permanent institution and of fully devel- 
oped, comprehensive state-sponsored collections of 
Islamic art. In an essay of 1878, Lavoix expressed 
the same regret. Reviewing the mixed media exhi- 
bition of Arab art at La Galerie Orientale du 
Trocadero (in conjunction with the Universal Ex- 
position), assembled from the collections of private 
collectors and urged on by Albert Goupil,43 Lavoix 
complains about its imminent dispersal and the like- 
lihood that this ensemble of objects would never be 
reunited.44 Addressing an unidentified friend (per- 
haps Schefer), Lavoix writes, "I hope . . . that this 
oriental gallery will not be scattered without a good 
catalogue to restore to us all of the treasures of 
knowledge that it brought. Never before has a col- 
lection of this genre been so great in number and so 
instructive . . . all the rich furniture [mobilier: also 
portable objects] that adorned and that adorns Arab 
houses and palaces, all of it is there."45 He concludes 
his review essay by suggesting that "his dear friend" 
use the exhibition's materials to write a history of 
Arab arts and industries.46 
The year 1893 was a milestone in the exhibition 
of Islamic art in Paris. A general exhibition devoted 
exclusively to Islamic art opened on the first floor of 
the Palais de l'Industrie on the Champs-Elysees. 
Comprising some 2,500 objects, it was organized by 
artists and distinguished amateurs.47 The show's title, 
Exhibition of Muslim Art, caused some controversy; 
by departing from the usual term Arab art, the exhi- 
bition overturned old habits. A reviewer, Georges 
Marye,48 noted that it lacked the order that one would 
have hoped to find and then talked specifically about 
the exhibition's organization: 
It is obvious that the picturesque aspect was 
sought after, pampered, and that the development 
of its charms has caused some harm to the charac- 
ter of a work that should only have been scien- 
tfic.... This fair criticism, formulated since the 
beginning, could not have been avoided entirely. 
At first it was necessary to strike the eyes and to 
react to conventional orientalism. Some conces- 
sion has been given to it in the first room, but it 
was a case of forced measure that organizers of 
exhibitions know well. On the other hand, the lack 
of conviction regarding the project's success has 
long paralyzed people who had agreed to lend 
their help to this interesting enterprise, which has 
resulted in delays, lacunae, and even error. But it 
is good to declare that this is the first general ex- 
hibition of Muslim art that has been attempted; 
its success is destined to affirm our taste and sym- 
pathies for aesthetic manifestations whose value 
we were the first to understand. France has opened 
a way that others have since entered without risk, 
profiting from her efforts and work.49 
Marye's statement suggests an emerging tension be- 
tween the common practices of installation applied 
to Islamic art and a desire to escape their Orientalist 
associations and that an opportunity was missed in 
Paris in 1893, when a new vision was not completely 
realized. The exhibition of Orientalist paintings by 
the Peintres Orientalistes FranSais could not have 
helped. Like much of the discussion about the col- 
lection and exhibition of Islamic art in France, 
Marye's review is imbued with a nationalist sentiment 
that was given its most forceful expression in the lit- 
erature surrounding the universal expositions. The 
anxiety expressed by many reviewers over the dis- 
persal of private collections reflected a fear that 
France's patrimony was eroding. 
The impact of private collectors or amateurs on 
France's national consciousness should not be un- 
derestimated. The collectors and amateurs' activities 
and efforts-collecting, lending objects to exhibi- 
tions, and publishing a host of articles and essays in i6 
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FIG. 3. Interior view with 
Bukhara rider at center, 
Collectionfrom the Orient 
in the General Art and 
Industry Exhibition, 
__ Stockholm, 1897. Photo: 
Norstedt and Sons, 
Stockholm. After Martin, 
?,I'~ y~ F. R. Martins Sammlungen 
_ ~~~~~~~~~aus dem Orient. 
contemporary journals-were as much about self- 
advertisement as they were about the promotion of 
Islamic art. Collectors not only collected but also re- 
viewed exhibitions and promoted their collection 
through publications. In this way they were able to 
manipulate the market and to take advantage of it,50 
giving greater visibility to an artistic tradition that 
would then be more systematically acquired by state 
museums.5' Indeed, collectors like Vever served as 
members of newly formed museum advisory boards; 
he became a member of the Society of Friends of the 
Louvre,52 a semiprofessional role that formalized his 
personal connection to Migeon. It may not have been 
a coincidence that Lavoix's and Molinier's essays 
about Goupil's collection preceded its sale by three 
years; they certainly could only have enhanced its 
prestige and value. From our perspective none of this 
seems new, but in the 1 880s and 1 890s the interac- 
tion among collectors, dealers, and the market was a 
relatively new phenomenon; objectivity or conflict 
of interest were not considered problems and re- 
mained uncontrolled by any mechanism. Instead, the 
cultural climate of late nineteenth-century France 
produced the prime conditions for a fruitful symbio- 
sis between private and public spheres-the 
amateur's newest and best deal-and at a time of 
heightened political concern for the nation's expand- 
ing colonies. 
COLLECTION FROM THE ORIENT, GENERAL 
ART AND INDUSTRY EXHIBITION, 
STOCKHOLM, 1897 
Frederik Robert Martin, Swedish-born diplomat, 
collector, dealer, and scholar, exhibited his Collec- 
tion from the Orient at the General Art and Industry 
Exhibition in Stockholm in 1897. The exhibition 
handbook contains everal interior photographs (figs. 
3-6) and a briefly annotated list of objects that could 
be found there.53 The objects were hung on walls and 
ceiling or placed in display cabinets and cases lined 
up against he walls or in the middle of the floor. A 
roughly geographical arrangement was followed 
beginning with the Caucasus; moving on to Persia, 
Turkey, and Egypt; and ending with Turkestan. In 
some cabinets objects were grouped together accord- 
ing to type, for instance, musical instruments (cabi- 
net no. 2), ceramics (cabinet no. 9), and weapons 
(cabinet no. 10); in others they combined different 
media. Some of the shelves were arranged like min- 
iature studies to resemble domestic vignettes. Cabi- 
net no. 9 (fig. 6), devoted to ceramics, contained six 
shelves resembling an archaeological cross-section- 
shards and fragmentary pieces piled in the lowermost 
shelf; bowls, plates, lamps, and wall tiles becoming 
more complete with increasing elevation. All media 17 
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FIG. 4. Interior wall with 
cabinets nos. 11 and 12, 
Collectionfrom the Orient 
in the General Art and 
Industry Exhibition, 
Stockholm, 1897. Photo: . v > 4 Y . 
Norstedt and Sons, 
Stockholm. After Martin, 
F. R. Martins Sammlungen 
aus dem Orient. j ___ 
FI.5. Detail of cabinets nos. 
5 and 6, Collection from the 
Orient in the General Art 
and Industry Exhibition, 
Stockholm, 1897. Photo: tny 
Norstedt and Sons,I 
Stockholm. After Martin, F. 
R. Martins SammiAungen aus *4 
dem Orient. 
S ~~~~~~~~~~~~~~~~~~71..1-l -b! 
(carpets, silk and cotton textiles, ceramic, metalwork, 
stucco, woodwork, carved stone, works on paper) 
were represented in the exhibition, and every avail- 
able surface-horizontal and vertical-was filled. 
Entry to the room seems to have been through a 
single door set into a corner, modeled after one of 
the Arab houses in Cairo. From this off-axis entrance 
the visitor was confronted by the Bukhara rider (fig. 
3), a bearded mannequin decked out in richly em- 
broidered clothes and a striped turban and mounted 
on a horse clad in rich textile caparison and tackle. A 
three-tiered wooden plinth raised the central figure 
above the freestanding cabinets that encircled it. 
From the ceiling above hung cotton and silk textiles 
that filtered the light from the skylights above them. 
Immediately to the right ofthe doorway was a stepped 
marble structure covered with a carpet (fig. 4), a large 
potted plant placed on a wooden plinth, and the last 
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9.~~~~~~~~~~~ 
J ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ~ ~~ h. - 
: l* 4 
Sb...-..~~~~~~~~~~~~~~~~~~~~~~~~~~ ...... 
FIG. 6. Detail of cabinet no. 9, Collectionfrom the Orient 
in the General Art and Industry Exhibition, Stockholm, 
189 7. Photo: Norstedt and Sons, Stockholm. After Martin, 
F. R. Martins Sammlungen aus dem Orient. 
two cabinets (nos. 11 and 12) of the numbered cir- 
cuit placed against the wall. Ceramic plates, garments, 
fringes, and tassels were arranged around and above 
the doorways and cabinets. A small chair and table 
were set up at the opposite end of the entry wall; pre- 
sumably the table contained information for the visi- 
tor. Cabinet no. 1 was placed immediately beyond 
the table and chair. 
The room was decorated with additional plants 
set on low plinths and seating for the visitor; for ex- 
ample, a low bench after cabinet no. 3 was covered 
with a richly patterned carpet, with other carpets 
hung on the wall behind to cushion the seated 
visitor's back. The crowded walls and shelves of the 
room must have produced an overwhelming display 
of color and material, an effect exaggerated by the 
light filtered through the textiles hung above and the 
floor-to-eye-level area lined with glassy, reflective 
display cases. 
The handbook also mentions a loggia exhibit- 
ing objects of mixed media and a room where the 
visitor could find an exhibit of photographs, but the 
relation between these auxiliary spaces and the main 
room is unclear. The photographs included general 
views and architecture of the Caucasus, Constantin- 
ople, Bursa, Konya, Asia Minor, Cairo (Islamic and 
Pharaonic), Turkestan, Samarkand, Bukhara, 
Khokand, and the Urals. 
This extremely dense, cluttered installation- 
where sheer quantity of objects within definable se- 
ries argued for the exclusivity of individual items- 
was also used in the universal expositions, annual 
salons, and commercial galleries.54 Lighting by a sky- 
light diffused through hung fabrics and amenities 
such as furniture and potted plants were also com- 
mon in the commercial galleries. Elements like the 
waxwork mannequin of the authentic Oriental on 
horseback and the combination of art objects and 
photographic exhibit-photographs documenting 
distant architecture (and possibly ethnographic im- 
ages)55 -were also common in pavilions at the uni- 
versal expositions. The doorway-as a point of en- 
try-copied after a Cairene Arab house perhaps sig- 
nified the visitor's movement to another place in 
much the same way that the architecture and instal- 
lation of separate pavilions or entire quarters at the 
universal expositions had done. 
The objects in the Collection from the Orient on 
display in Stockholm belonged entirely to Martin. 
One-man exhibitions by collectors were not uncom- 
mon. Two years later (1899), Friedrich Sarre (1865- 
1945) put his collection on public exhibit in Berlin at 
the K6niglichen Kunstgewerbemuseum. And in 1912, 
Martin would proffer his collection for public view 
again, though this time it consisted of only paintings, 
drawings, and arts of the book from Persia, India, and 
Turkey.56 Martin was not unusual in uniting the roles 
of scholar, collector, and dealer; his entrepreneurial 
skills are adequately attested in the use of exhibition 
and publication to promote Islamic art and to increase 
sales, a rationale already proposed for Martin's 1912 
exhibition.57 If the 1912 exhibition was intended as a 
sales pitch, it was an effective one. Within a few years 
many of the works on paper owned by Martin passed 
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into the hands of other private collectors and muse- 
ums. In Stockholm, his intention may also have been 
to promote the objects on display and to encourage 
their sale. The photographs certainly show installa- 
tion techniques that project the object as commodity. 
In examining these photographs one has the impres- 
sion of notjust looking but somehow shopping. 
EXHIBITION OF MUSLIM ART, MUSEE DES 
ARTS DECORATIFS, PAVILLON DE MARSAN, 
PARIS 1903 
The Musee des Arts Decoratifs was not the first Pa- 
risian venue to exhibit a range of media. The exhibi- 
tion at the Palais des Champs Elysees in 1893 had 
already done so.58 Marye expressed the hope that "in 
the future ... , and to the profit of our [French] in- 
dustrial arts, ... it will be done again soon and more 
completely,"59 and he noted that "this first exhibi- 
tion gives a sufficient survey to propagate taste for an 
art neglected until the present, and whose study must 
be profitable for our decorative arts by knowledge of 
forgotten technical processes and of an aesthetic that 
is often poorly understood."60 
The Pavillon de Marsan, located adjacent to the 
Palais des Tuileries, became the temporary site of the 
Musee des Arts Decoratifs in 1905. Before that the 
museum, founded by l'Union Centrale des Arts 
Decoratifs and supported by private initiative, had 
been housed at the Palais d'Industrie. Until 1905, 
the Pavillon de Marsan was used only for temporary 
exhibitions. The 1903 Exhibition of Muslim Art 
shared the same mission as other projects sponsored 
by l'Union Centrale des Arts Decoratifs, basically to 
"affirm the prestige of French craftsmanship."6' The 
organization's objective was achieved through a se- 
ries of exhibitions as well as publications. For ex- 
ample, beginning in late 1 880s the union published 
the journal Revue des Arts Decoratifs and a series of 
lavishly illustrated portfolio volumes on decorative 
art. The first, published in 1888-89, included five 
Islamic objects.62 The 1903 exhibition was com- 
memorated by a deluxe tome that illustrated 100 
objects from the exhibition,63 the names of their own- 
ers appearing prominently along the lower edge of 
each sheet. And in describing the exhibition's func- 
tion, Gaston Migeon noted that l'Union Centrale 
sought to educate decorative artists and craftsmen. 
A thin handbook accompanying the exhibition 
contains a two-page list of lenders and an item-by- 
item description of its objects,64 divided according 
to medium and arranged chronologically. Subdivi- 
sions follow a regional scheme. The exhibition was 
meant to be comprehensive in scope and to comply 
with categories of objects that had been already es- 
tablished.65 Although several reviews were published, 
they say little about specific aspects of it: we find 
vague references to "well lit and justly proportioned 
rooms," to "harmony everywhere."66 Migeon wrote 
two reviews of the exhibition. In the first, he charts 
the history of Islamic art exhibitions in Paris and 
praises the collectors who loaned objects before dis- 
cussing specific objects.67 "This exhibition's value," 
he writes, "will be proven if it reveals to the public 
those pure marvels that are capable of enchanting the 
eyes, if it improves taste, and if it sensitizes them to 
the point that it makes any art lacking richness, deco- 
rative logic, fantasy and color, intolerable."68 The 
group of objects lent to the exhibition offered proof 
that "the cult of beautiful things is preserved intact 
in this city of taste."69 He refers to minor faults in the 
exhibition, but he does not say what they are and 
concludes that it was done with taste. His second 
review is a little more specific, contrasting the exhi- 
bitions of 1903 and 1893.70 The objects on exhibit 
in 1893, he writes, did nothing more than "reveal an 
Orient that a slightly curious tourist could have 
known from the diverse bazaars of the Levant."'7' The 
1903 exhibition avoided this fault by using only loans 
from private collectors who could contribute the most 
remarkable objects. Raymond Koechlin's review 
makes the same comparison and draws a similar con- 
clusion.72 In 1893 it seemed that dealers, not ama- 
teurs, had made the majority of loans, but in 1903 
"thanks to the willingness of collectors to open their 
display cabinets to the organizers,"73 only top-qual- 
ity oeuvres d'art had been lent. Koechlin assured his 
reader that no single collection had been beyond the 
organizer's reach. 
In Migeon and Koechlin's assessments we discern 
a growing concern for the quality of the object and the 
implicit notion that the pedigree of ownership 
guaranteed it. The list of lenders at the beginning of 
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the catalogue stood as a record of their accomplish- 
ment, and absences from it signaled a failure to make 
the cut. The criteria of selection of objects for the 
exhibition, fictionally based on only the object's 
merit, in fact served as a way to underscore differ- 
ences and hierarchies among members of collecting 
circles. Reviewers Migeon and Koechlin were also 
lenders, and despite their claims dealers also partici- 
pated. The identification of dealers' names-perhaps 
mentioned here as amateurs and not vendors as a 
mark of distinction-nonetheless revealed the inevi- 
table presence of the market. 
THE EXHIBITION OF MUSLIM ART OF 
ALGIERS, ALGIERS, 1905 
The Exhibition of Muslim Art was held in April 1905 
in Algiers under the direction of Mr. Luciani, Direc- 
tor of Indigenous Affairs, and organized by Mr. Gsell. 
A madrasa was selected as the venue. A book pub- 
lished the next year, with an essay by Georges 
Marcais, served as a visual and textual record of the 
exhibition.74 It contains numerous photographs of 
the installation and the objects exhibited. 
According to Mar,ais, the exhibition's objec- 
tive was to present industrial arts to the Algerian 
public and to those visiting Algiers for a Congress 
of Orientalists. In only a few weeks, Gsell was able 
to transform the madrasa's classrooms into a mu- 
seum "4where each technique, all the diverse styles 
of Maghribi industrial art were represented, 
grouped in a logical order, and where some beauti- 
ful examples of Oriental art allowed for interesting 
comparisons."75 Thus, the bulk of objects origi- 
nated in the Maghrib, with some objects produced 
in the farther-flung regions of the Islamic world. A 
list of lenders shows that most of the objects came 
from North African collections. 
An additional description of the madrasa lays out 
its plan-a central courtyard covered by a dome, 
rooms circulating around it, with four domed units 
at the outer corners on the first floor and three rooms 
on a lower floor-and the rooms' contents. The cen- 
tral hall contained specimens from nearly all of the 
provinces of the Maghrib. Of the rooms that encircled 
it, two were devoted to embroidered thin stuffs and 
velvets, the diverse aspects of Moroccan industry 
decorated a third, and Berber industry a fourth. Two 
other rooms displayed specimens of Oriental art lent 
by Algerian collectors. On the lower floor, the cen- 
tral room was decorated with carpets, and a second 
was devoted to the ceramic collection of Mr. Mermet, 
architect of the General Government, who arranged 
the collection himself. The third room, decorated 
with objects made in Europe and thought appropri- 
ate for a Maghribi audience (mirrors from Venice, 
wallpapers/hangings from Lyon and Genes, a French 
clock decorated with turbans and scimitars), had an 
Arab concert installed in it. 
Marcais thought that the room's disposition, by 
its form and decoration, offered a natural complement 
to the objects. Beneath the decoration ofplaster in ivory 
tones (presumably the central dome) "with sober high- 
lights of gold, vermilion, and azure, a softly tinted light 
brought out the richness ofthe old objects and brought 
excessive elements into harmony."76 A detailed de- 
scription of the other rooms follows,77 and many of 
them are illustrated (see figs. 7-10). The exhibition 
followed a roughly regional organization, with most 
rooms showing objects in mixed media. 
In its installation, little distinguishes the Algiers 
exhibition from Martin's of some years earlier. The 
central room (fig. 7), a survey of Maghribi art in its 
entirety, imposed certain restrictions on the arrange- 
ment of its objects; although its authentic context was 
a bonus, the desire to leave the architecture visible 
meant that objects needed to be confined in a range 
of vertical and horizontal cabinets. Banners, erected 
on poles, relieved the predominantly horizontal axis. 
The "Second Oriental Room" (fig. 8) made extensive 
use of the walls for a display of carpets from Asia 
Minor and Turkestan and textiles, with groups of 
arms hung against them. The undersides of the cabi- 
nets displayed more objects, and small items of por- 
table furniture crept into the floor space. A cradle at 
the far end of the room was augmented by a heavily 
embroidered drape, and a largejardiniere from Tur- 
key-loaded with flowers-occupied central stage. A 
lamp suspended from the ceiling was a modern copy 
of an original one. 
In the "Berber Room" (fig. 9) another environ- 
ment was created. The corner of the room was draped 
with woven and embroidered fabrics, and carpets 
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FIG. 7. "View of tihe Central Room, "Exhibition of Muslim 
Art ofAlgiers, Algiers, April 1905. Photo: Cliche6Famin, 
published by A. Fontemoing. After Marfazs~, L'Exposition 
d'Art Musulman d'Alger, pi I. 
were laid across the floor. Nothing stood in the way 
of the visitor's touch, so a small plaque hung at the 
left served as a warning. The drapes, placed on the 
wall without regard to original function, united old 
and new to invoke an authentic domestic context.78 
Another image, a close-up portraying "Portable Ob- 
jects and Metalwork" (fig. 10), arranged furniture and 
embroidered textiles as a tableau to contain and dis- 
play objects. The vignette has all the informality of a 
domestic scene, albeit a method of arranging and 
viewing Islamic art that was generated in France and 
then projected back onto the colony.79 This photo- 
graph encapsulates the major issue about the exhibi- 
tion in Algiers, basically that it was a fiat exhibition 
in which the episteme of the universal exposition was 
exported to France's colony, one through which the 
artistic products of the Maghrib's provinces, in a form 
of inversion, acquired definition. Thus, although the 
installation techniques are related to those that we 
have already seen, the exhibition's physical context 
gave them an entirely different charge. 
EXHIBITION OF MASTERPIECES OF 
MUHAMMEDAN ART, MUNICH, 1910 
The Exhibition of Masterpieces of Muhammedan 
Art, Munich, 1910, is perhaps the best documented 
FIG. 8. "View of the Second Oriental 
Room, "Exhibition ofMuslim Art of , 
Algiers, Algiers, April 1905. Photo: 
Cliche Famin, published by A. 
Fontemoing. After Marfais, 
L'Exposition d'Art Musulman 
d'Alger, pI. XXI. 
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FIG. 9. "View of the 
Berber Room," 
Exhibition of Musl'im 
Art of Algiers, Algiers, 
/ 
~~~~~~~~~~~~~April 1905. Photo: 
j4 ~ ~ ~ ~ ~ ~~~~ ~Cliche6Famin, published 
by A. Fontemoing. After 
A~~~~~~~~~~~~~ Mar~ais, L'Exposition 
-3 d'Art Musulman 
d'Alger, pl. XVIIL 
II~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~T 
~~~~~ ~~~~FIG. 10. "Portable Objects and 
A. --v, - - Metalwork," Exhibition of Muslim 
~~ ~ Art ofAlgiers, Algiers, April 1905. 
Photo: ClicheFamin, Published by 
A. Fontemoing. After Mar9ais, 
L'Exposition d'Art Musulman 
d'Alger, p1. X. 
of early exhibitions. An unillustrated guidebook pub- 
lished in conjunction with the exhibition80 had an 
introduction by Hugo von Tschudi, director of the 
exhibition committee. In it he offered the reader a 
brief summary of"Muhammedan" art and laid down 
some themes that were central to the emerging schol- 
arly discourse on Islamic art-for instance, the high 
esteem accorded to calligraphy, the preponderance 
of ornament, the predominantly aniconic nature of 
the art tradition.8' Von Tschudi also noted that visi- 
tors to the contemporary Middle East would only be 
disappointed by the objects they would find in the 
great bazaars of Oriental cities, goods whose artistic 
value was not proportionate to that of their fore- 
bears.82 He considered this modern "bric-a-brac" as 
a culprit of sorts for it had spoiled (verdorben: also 
polluted) the educated person's pleasure in Oriental 
art.83 The best of Islamic art was not to be found in 
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Oriental bazaars but in the Schatzkammern of Euro- 
pean churches or in princely collections accumulated 
over centuries, some objects acquired through gift.84 
A small number of objects were still to be found in 
the Orient, but their rarity and value on the Euro- 
pean art market were long recognized by the "Orien- 
tal.:" Von Tschudi observed that in his time they were 
becoming rarer-fewer and fewer objects entered 
private and public collections through the great art 
markets of Paris and London.85 Presumably, the 
Munich exhibition would try to counter these impres- 
sions of Islamic art. Von Tschudi stated that the 
exhibition's objectives were quite plainly to work out 
the artistic relevance of Islamic art, to widen expo- 
sure to it and alter the perception of those who did 
not appreciate it, as well as to demonstrate "that the 
creation of Muhammedan art deserves a place equal 
to that of other cultural periods, and because of its 
harmony of color and mastery of ornament it is par- 
ticularly suitable to give new stimuli to modern artis- 
tic creativity and perhaps show it a new path."86 
The guidebook's numbered floor plan keyed the 
descriptions of each object to their appropriate room, 
and a red line superimposed over the plan guided 
the visitor in a one-way system through rooms num- 
bered 1 to 80 located in interconnected exhibition 
halls 3, 4, and 5 (fig. 1 1). The catalogue proper was 
divided according to medium;87 within each category 
divisions were made according to region, and within 
each region according to chronology. Private collec- 
tors and dealers lent the majority of the 3,553 ob- 
jects.88 A trades' show (in hall 2) and exhibition of 
old and new musical instruments (in hall 1) coincided 
with the exhibition of Islamic art. Represented at the 
trade show were several firms and antique dealers,89 
their wares set in a space designed and directed by 
the architect Herbert and Kurz.90 Elsewhere at Ba- 
varia Park and North Park,9' the theater hall, and in 
the bazaar and cafe buildings were contemporary 
sculptures, paintings, and photographs. The commer- 
cial adjunct to the show is underscored by numerous 
advertisements taken out by firms in the back portion 
of the exhibition guide. Indeed, the guidebook's in- 
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FIG. 11. Floor /plan, Exhibition of Masterpieces of Muhammedan Art, Munich, 191 0. Photo: Rudolf Mosse, Munich. 
After Ausstellung Miunchen 19 10 Amtlicher Katalog, pp. 4-5. 
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FIG. 1.2. "Court of Honor," 
room no. 1 Exhibition of 
' ' 
~~Masterpieces of 
Muhammedan Art, Munich, 
1910. Photo: F. Bruckmann 
I A.-G., Munich. After Sarre 
and Martin, Ausstellung von 
-~~~~ ~Meisterwerken 
'WI ~ ~~~~~~~~~~~~~~Muhammedanischer Kunst, 
with a legend reserved in white: "L. Bernheimer, 
Munich, Lenbachplatz 3. First and oldest import 
house of Oriental carpets in south Germany. Distin- 
guished collection of 16th and 17th century Carpets. 
Imported directly from the Orient." 
The guide is equally informative about the cast of 
figures responsible for the installation of the Master- 
pieces of Muhammedan Art exhibition.92 Technical 
and architectural aspects were processed through the 
Building Office of the Munich Exhibition, 1910. Ar- 
tistic direction was provided by Becker; general room 
layout by Rehlen; von Miller handled the architecture 
of the single rooms; separate designs and the decora- 
tive arrangement of the "Court of Honor" ("Ehren- 
raumes," no. 1; fig. 12) were by Fiechter. 
The guidebook does not contain photographs 
documenting the installation, nor is there an explicit 
statement about the exhibition's principles of organi- 
zation. These would come two years later in a copi- 
ously illustrated and monumental four-volume work.93 
Here Friedrich Sarre composed the foreword, perhaps 
in response to the scathing critiques by French review- 
ers ofthe 1910 exhibition, to which we will return later. 
Several scholars/collectors/epigraphists wrote ex- 
panded entries for the objects as well as introductory 
essays to each section divided by medium.94 Three 
photographs accompany Sarre's introductory state- 
ment, giving some idea of the installation. One is the 
so-called Court of Honor (fig. 12),95 designed as a 
courtyard enclosed by four shallow iwans, with a pool 
at its center. Tiled areas animated the interior, and 
borders accentuated recessed niches and produced 
smaller units within large continuous surfaces. Low 
balustrades, picking up the tile pattern of the walls, 
mediated the floor spaces of court and iwan. Potted 
trees and plants added further vertical and horizontal 
axes to the space. This first space, with its architec- 
ture and decor evocative of a mosque courtyard, was 
the exception and aimed to create architectonic val- 
ues attempted in two other rooms (nos. 39 and 72). 
Approximately halfway through the exhibition's 
eighty rooms the visitor arrived at a columned hall 
with a low ceiling (room no. 39; fig. 13). The central 
area of the room, a rectangle defined by fifteen load- 
bearing columns, was given over to carpets laid on 
the floor and cordoned off from the perimeter. Car- 
pets were accompanied by mosque furniture, indud- 
ing a Qur'an stand (kursi) and a Quran storage box. 
The perimeter wall was lined with carpets and carved 
plaques set into the wall. Two large panels, lit from 
behind, contained stucco window frames made up 
ofpieces of colored glass. Another room, no. 72 (fig. 
14) on the floor plan, showed mainly arms and ar- 
mor, textiles (banners and wall hangings), with car- 
pets used to form backdrops. Analysis of the 
guidebook's list of objects indicates that, although 
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FIG. 13. "Hall of Columns, 
room no. 39, Exhibition of 
Masterpieces of 
Muhammedan Art, Munich, 
1910. Photo: F. Bruckmann 
A.-G., Munich. After Sarre 




FIG. 14. "Armory," room no. 
72, Exhibition of Masterpieces 
of Muhammedan Art, 
Munich, 191 0. Photo: F. 
Bruckmann A. -G., Munich. 
After Sarre and Martin, 
Ausstelung von Meister- 
werken Muhammedanischer El Ii 
Kunst, 1:3. 
there were concentrations of specific media in cer- 
tain rooms, most rooms contained a variety of ob- 
jects. The installation photographs reveal a mea- 
sured, steady procession of objects, a drastically 
thinned out version of those museological techniques 
applied previously to display Islamic art. At Munich, 
wall and floor space opened up to allow the objects 
room to breathe. Rooms were arranged according to 
region, and within those categories subdivided ac- 
cording to technique.96 
Sarre's foreword to the exhibition's commemo- 
rative publication, written in Berlin in October 191 1, 
deals with the architecture and principles of installa- 
tion. One passage deserves to be quoted in full: 
The architectural design of the exhibition space 
stemmed from the municipal building commis- 
sioner Rehlen and his assistant Ruppert von 
Miller; Professor Bruno Becker assumed the ar- 
tistic design. Only a few rooms showed a stronger 
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influence of Oriental architectural form, such as 
a hall of columns and armory and the entrance 
hall by Dr. Ernst Fiechter, effectively designed 
as a mosque courtyard, and displaying as a Court 
of Honor the carpets of the Residenz. The other 
halls, designed in contemporary fashion, were 
not always well received; with their white 
ornamentless walls, the loosely executed exhibi- 
tion did not follow traditional principles of inte- 
rior painting. A certain sobriety of the rooms, the 
lack of color effects and lack of fantastic accu- 
mulations, the attempt to have the art works im- 
press merely through their quality: all this may 
have been emphasized somewhat crudely here 
and there, as one [exhibition organizer] inten- 
tionally declared war against the popular under- 
standing of Oriental art, against the fairytale 
splendor and bazaar commodities.97 
Here Sarre refers to the pared down installation aes- 
thetic. White walls and the sober disposition of ob- 
jects would counter those techniques of contextual- 
ization that relied on the effect of accumulation. The 
aesthetic value of the latter conjured Orientalist im- 
ages of the bazaar that were in turn imbued with com- 
mercial associations. 
The exhibition seems to have passed without 
much comment in Germany,98 and reviews of it in 
England focus on its contents and the implications 
of their study. Writing for the Burlington Magazine,99 
Roger Fry discusses the unclear art historical transi- 
tion from Greek and Roman civilizations to medieval 
art and notes that the role played by Islamic art is far 
greater than heretofore considered. Fry says nothing 
about the installation. The French, however, were 
extremely vocal. 
The reviews of Gaston Migeon and Raymond 
Koechlin are especially detailed in their criticism. 
Migeon begins his essay with an overview of exhibi- 
tions of Islamic art, noting how the incomplete shows 
of the 1880s and the 1890s culminated in 1903 at 
the Musee des Arts Decoratifs, Paris.100 He contin- 
ues by identifying the roles played by von Tschudi, 
Martin, and Sarre, as well as their collaborators (who 
worked to secure loans for the exhibition), and then 
absolves them: they played no part in the exhibition's 
installation. Sarre had done more than anyone in Ger- 
many to promote Islamic art by "his intelligent propa- 
ganda." Migeon then weighs in on the installation: 
Why did they have to compromise such coura- 
geous efforts and so many marvelous objects by 
the most perfect incoherence and aggravating 
absence of taste in ordering the exhibition and 
in presenting its items? I am not speaking of the 
exhibition building-it was imposed upon them, 
the type of building that looks like a hangar or 
caravanserai-a complete absence of a logical 
preliminary plan, sometimes rooms are enor- 
mous and sometimes narrow and restricted. The 
objects, dispersed at random and without well- 
considered groupings, could not lend themselves 
to any comparative study, and it was not pos- 
sible to make a challenge, to assert the need for 
intelligent orderings, because they were thrown 
pell-mell into formless boxes that one would not 
have been able to call display cases: and when 
there was an effort to put things in order, it was 
to culminate in showing extraordinary enameled 
glass, such precious objects, in a wall recess, in a 
cage whose uprights had been sawn from planks 
of packing crates (as a background, the wall 
rough-cast with a coat of whitewash), and flanked 
by two poor little green bushes trimmed like cy- 
press to recall the delicacy of the Generalife in 
Granada. I have heard it said "one didn't want 
to make The Thousand and One Nights" ... Oh! 
no! that they should have been so fearful of it. 
The silliness of this point, affected and volun- 
tary, resulted in the most offensive pretense, and 
only the supreme beauty of the items that it of- 
fers for view can pardon the interior decorators 
of Munich for their absolute ineptitude in creat- 
ing harmony around the objects.... That said, 
it would be ridiculous to waste time on further 
criticism of this sort in the face of the master- 
pieces that are on show.'01 
Migeon's vituperative critique speaks for itself. 
Koechlin's review also sets the exhibition in a histori- 
cal context by briefly referring to earlier ones, and, in 
a language reminiscent of national rivalry so charac- 
teristic of the universal expositions, he notes the par- 
ticularly strong turnout of Germany, France, Austria, 
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Russia, Sweden, Turkey, Egypt, and England.'02 
Koechlin also highlights the "lack of taste demon- 
strated by the installation and the sadness of its dis- 
position," which immediately strike the visitor. He 
mentions the caprice of the exhibition's conception 
and notes that he is not referring to the "strangeness 
of style in the rooms' interior architecture ... to which 
contemporary German art has become attached" but 
"to the vexing effect of simplicity that this whitewash 
of milky lime spread evenly over the walls and the 
shocking disparity between this poverty and the 
splendor of carpets which hang everywhere." He 
then turns to the display cases. Koechlin considers 
the freestanding display cabinet to be the most logi- 
cal type for it permits its objects to be viewed from 
different angles, but in this exhibition he counted no 
more than ten freestanding cases. Rather, the orga- 
nizers showed a "bizarre preference" for recesses in 
the wall covered over by sheets of glass fastened by 
nails or "display cases set at too deep an angle and 
poorly lit, and whose heavy mountings further in- 
creased the sense of sadness." The sumptuous ob- 
jects lost their impact; the "graceless wooden frames 
crushed the marvels that they confined."'03 
The sadness of the exhibition was augmented by 
the principle of arrangement "in a dispersed order" 
(en ordre disperse9);'04 Koechlin counts twenty-four 
rooms in the exhibition building and wonders why 
they were all used.'05 Some rooms were virtually 
empty of display cases, and some cases contained 
very few objects. The sparseness was especially prob- 
lematic for pieces of secondary interest-the instal- 
lation technique only drew attention to their medi- 
ocrity. In a fit of nostalgia, he recalled the extraordi- 
nary effect created at the Pavillon de Marsan, men- 
tioning in particular the inlaid bronzes and textiles: 
"the same pieces are at Munich, but one must hunt 
to catch sight of them; no more titillation of colors, 
no more feasting for the eyes."''06 
A third review, written by Marcel Montadon,'07 
adopts a different tone, congratulating the installers 
for overcoming the detrimental effects of light and 
atmosphere in Munich. Montadon did not share the 
impression of sadness and boredom voiced by oth- 
ers "before these beautiful white walls." Mentioning 
the placement of carpets on the ground, he com- 
mented, "what could come closer to an oriental inte- 
rior, mosque or palace, and consequently be more 
suggestive."'08 His subsequent remarks are of para- 
mount importance: 
Those who are not accustomed to the Secession- 
ist mode of exhibition rooms-which is generally 
adopted today in Germany and Austria-could 
also figure out that the Munich organizers tried to 
deceive appearances by the distribution and dis- 
persal of objects to give the impression of a multi- 
tude in rooms that are more or less empty.'09 
Montadon is the only reviewer to make a connection 
between the Munich exhibition's installation and the 
exhibition aesthetic advanced by the Secessionists 
(the strongest parallels are to the Vienna Secession, 
particularly after 1900), clearly antithetical to most 
of the other French reviewers. "0 
In defense of Becker, Rehlen, von Miller, and 
Fiechter, Montadon concluded that their chief goal 
had been to organize a study exhibition (etude: also 
research), despite the fact that one could choose to 
criticize them for neglecting the artistic aspect. The 
objects, "arranged in a framework more or less iden- 
tical to that to which they are accustomed, and with- 
out ceasing to give the eye pleasure, were proffered 
above all else to instruct the visitors, the majority of 
whom were absolute laymen.""' In bringing his in- 
troductory remarks to a close, Montadon notes that 
most of the studies of the exhibition acknowledged 
that the 
time has passed for heaving exclamations of ro- 
mantic enthusiasm before the richness, colors, 
and fantasy of Oriental products. Rather, the time 
has come to do justice to artists who were per- 
fectly competent in their art, whose manual dex- 
terity, acquired through the practice of properly 
observed rules, did nothing less than offer a 
highly developed sense of composition, math- 
ematical or picturesque, and a sense of beauty that 
we have not had in our education. In leaving the 
exhibition one could not help being affected by a 
new admiration for these people, who have been 
naively accused of barbarism and who knew how 
to push their civilization to the marvelous blos- 
soming of art summarized therein."12 
.28 
This content downloaded  on Fri, 1 Mar 2013 09:14:18 AM
All use subject to JSTOR Terms and Conditions
AU BONHEUR DES AMATEURS 
What had been attempted at Munich was nothing less 
than the reorientation of a cultural mindset toward 
Islamic art. Through the alteration of the spatial en- 
vironment in which objects were encountered, and 
by their distribution through that space, specific 
Orientalist ropes were avoided-the bazaar and the 
fairytale-and a new function was inscribed into the 
order, the use of objects to narrate a history of art 
(even if the latter was somewhat poorly actualized). 
CONCLUSION 
The essays about Islamic art and reviews of its exhi- 
bition reveal a consistent level of consciousness about 
the "history" of Islamic exhibitions in this formative 
period. Introductions to exhibition reviews of Islamic 
art typically mention the locations and years of ear- 
lier shows, usually couched in statements that con- 
vey the writer's gentle excitement and enthusiasm for 
the emerging field and the growth of interest in it. 
Although exhibition organizers are more or less ex- 
plicit in describing their goals, by the turn of the cen- 
tury new concerns emerge in the display of Islamic 
art. Although the first hints are provided as early as 
1893 in Marye's review of the Paris exhibition of the 
same year, they are surely given their clearest formu- 
lation at Munich in 1910. 
The earliest exhibitions of Islamic art appeared 
in the context of the universal exposition, and al- 
though others were held beyond the exposition con- 
text, various features of its exhibitionary technique 
and its framework were retained. Indeed, the 
collector's practice was defined in part by the ency- 
clopedic scope of the universal exposition-indi- 
vidual objects derived their significance from their 
relation to other objects of the same material or typo- 
logical category, and sets of categorized materials 
established their meaning in relation to other sets.113 
This form of episteme, of knowledge by taxonomy, 
provided a structure for Islamic objects and a method 
for its display derived from nineteenth-century em- 
piricism that was also reflected in the emerging and 
increasingly nuanced realm of the commodity. 
In a manner comparable to vanguard artists wor- 
ried by market forces and the commodity fetish, ama- 
teurs wished to differentiate the quality of their col- 
lections from those ofparvenus. They now faced the 
growing reality that collecting was available to a 
broader clientele. In Zola's novel the fictional char- 
acter Mouret would make carpets available to a wider 
group than ever before; department stores sold 
Japonneries and Turqueries (see fig. 15). In order to 
maintain the distinction, and to remain above and 
beyond the fray, exhibition organizers depended 
upon the loans of distinguished collectors whose dis- 
positions, highly developed taste, and sensorial re- 
finement would guarantee the quality of the objects 
they lent. References to low-grade production in con- 
temporary Islamic countries and to the depletion of 
antique objects from their bazaars conjured an im- 
age of Europe as refugium of all that was valuable. 
Collectors had their objects. At the same time, na- 
tions vied for archaeological privileges in Islamic 
countries-more objects were to be found below 
ground. Digging and sifting were required. Evidence 
of a collector's refinement was publicized and dis- 
seminated through descriptions of his carefully or- 
chestrated domestic spaces, which were, in essence, 
nondiscursive spaces for the eye's contemplation. But 
the collector's creativity did not always end with the 
act of assembling an aestheticized interior space. For 
a select few, like Henri Vever, these environments 
were used for artistic inspiration, and their purpose 
exceeded the role of adjunct to a wealthy lifestyle. 
By rather complex mechanisms, a cast of collectors/ 
dealers/scholars/curators (roles that were not mutu- 
ally exclusive) worked together to promote and en- 
hance the value of objects that they considered sorely 
neglected, and together theyjump-started a market. 
Given the newness of it all, the power of their self- 
reinforcing formula is quite striking." 4
Although the amateur tried to distinguish the 
objects in his collection from ordinary commodities 
(exhibited in such contexts as the universal exposi- 
tion and the commercial gallery), this was only 
achieved by limiting access and by the ever more diz- 
zying heights of connoisseurship. The techniques of 
installation used in the amateur's home resonated 
with the authentic, spectacular, and densely crowded 
aspects of commercial spaces. And although collec- 
tors took pride in their simple and unpretentious 
natures, they used their objects as an expression of 
social accomplishment and affluence. The savant 
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FIG. 15. Japanese lacquered objects at Charlesjenner & Company (department store), Edinburgh, Scotland, 1895. 
Crown Copyright, Royal Commission on the Ancient and Historical Monuments of Scotland. Photo: Bedford Lemere. 
d6sordre of their interiors seduced viewers by the sem- 
blance of informality, but early on this technique was 
appropriated by the department store (fig. 16), where 
it was exploited to rouse the shopper's desire. 115 The 
marketing power of interior design and display was 
quickly realized. The aesthetic of bourgeois life could 
be transferred to a public setting, F. R. Martin's ex- 
hibition being one good example. At the macro-level 
of the total environment of the room and the micro- 
level of the single display case, the objects and their 
installation could invoke the collector's domestic 
space. A lifestyle was on sale. 
But legibility of intention remained of para- 
mount concern, especially when similar installation 
and display techniques were used in a variety of con- 
texts-the trappings of the amateur's life had been 
mimicked and appropriated in retail contexts. To 
some, the amateur's refined and harmonious groups 
of objects, which always privileged the object's for- 
mal and material properties, were opaque; all that the 
viewer could see was an excessive accumulation of 
objects densely arranged. The associative value of 
these artful piles was a straightforward Orientalism, 
tableaux refigured from The Thousand and One 
Nights and visible in such contexts as the department 
store and the universal exposition. It is this Orientalist 
value that Marye signals as early as 1893 and that 
Munich attempted to avoid. At Munich, the organiz- 
ers tried to assemble comprehensive sequences of 
media, to marshal various forms of textual evidence, 
to summarize knowledge with a single-minded art his- 
torical and scientific bent, and to escape the 
contextualization of objects in an exhibitionary set- 
ting that conjured retail spaces and that reinforced 
Orientalist visions ofnon-Westem culture. The Munich 
exhibition's installers employed techniques associated 
with the Secession to assert the autonomy of the his- 
torical work of art, to free it up from market forces. 
While some of the older values-the aesthetic plea- 
sure of "decorative" art and its curative potential for 
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contemporary art-were retained, its perception as a 
minor art in relation to major media (e.g., easel paint- 
ing) was to be altered, and the underlying principles 
of Islamic art were to be uncovered. The art histori- 
cal framework pursued by the organizers aimed at 
the classification of material properties and formal 
elements for separate media. The installation tech- 
niques of Munich-thinned out sequences of objects 
that can be contemplated singly and without having 
to compete with others and the choice of white for 
the walls-were highly influential. The majority of 
permanent museum installations, particularly in 
America, employed them. 
During the period between 1880 and 1910, then, 
many of the dilemmas that curators face today had 
already been confronted. One of these dilemmas is 
how objects should be contextualized in an exhibi- 
tion and what or whose narratives these installations 
will produce (the curator's agency has become even 
more layered and difficult to negotiate in the 
postcolonial period). Two late nineteenth-century 
authors highlight aspects of the dilemma. Although 
Henri Lavoix's essay of 1885, about the Oriental 
objects in Albert Goupil's collection, made a histori- 
cal maneuver by referring to a primary text-his 
choice being Muruj al-dhahab (Meadows of Gold) 
by the tenth-century historian Mascudi-the passages 
that he adduced only highlighted the commonly held 
view of Islamic art's fantastic and opulent qualities."6 
Historical objects could be seen through this history 
and through the descriptions presented in The Thou- 
sand and One Nights. Lavoix's proposition raises the 
question of which texts the historian adduces as evi- 
dence and the response to the filters through which 
one must read the text; are these filters (points of view 
or ideologies) embraced or exposed? Another, writ- 
ten by Henry Wallis in 1894 on luster wall tiles, might 
be interpreted today as establishing an opposition be- 
tween the historicist recovery of context and the 
essentializing concept of the work as aesthetic ema- 
nation existing beyond time and contingency: 
They come as a revelation of a lost art, redolent 
of the romance of the East; as such they will be 
accepted, few perhaps caring to have their en- 
joyment disturbed by questions of history or 
derivation. The absorption of one boy in the 
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FIG. 16. Children's Toy Bazaar at Charles J_enner & Company 
(department store), Edinburgh, Scotland, 1895. Crown Copyright, 
Royal Commission on the Ancient and Historical Monuments of 
Scotland. Photo: Bedford Lemere. After Artley, Golden Age of Shop 
Design, pp. 2-3. 
"Arabian Nights" is a far keener delight than that 
of the man delving into Lane's "Notes," even al- 
though they contain a mine of invaluable infor- 
mation. Something of the boy's delight in the 
marvelous is possible in the present instance, and 
therefore in introducing to the connoisseur and 
the student these relics of the past our remarks 
shall be of the briefest."'7 L 
Notes 
A debt of gratitude is owed to Mary Clare Altenhofen, Research 
Librarian, Fine Arts Library, Harvard University, for solving 
reference problems and for tracking down obscure copyright 
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permissions; and to Colleen Hennessey, Archivist of the Freer 
Gallery of Art and Arthur M. Sackler Gallery, Smithsonian In- 
stitution, Washington, D.C., for locating visual and textual docu- 
ments and suggesting additional materials. I would also like to 
thank Andras Riedlmayer (AKPIA, Harvard University) and 
David Karmon for their help with research. Unless stated oth- 
erwise all translations are mine. 
1. Emile Zola, Ladies'Delight, rans. April Fitzlyon (London: 
John Calder, 1957), 87-88. For original French text, see Emile 
Zola, Au Bonheur des Dames (Lausanne: Henri Jaunin, n.d.), 
122-23. 
2. Marrey suggests that Au Bonheur des Dames may be mod- 
eled after the Parisian department s ore La Paix but notes that 
Zola borrowed his ideas from many contemporary stores. Ber- 
nard Marrey, Les grands magasins des origines a 1939 (Paris: 
Librairie Picard, 1979), 53. 
3. Zola, Ladies'Delight, rans. Fitzlyon, 51. 
4. Zola focuses mainly on the impact that retail strategies had 
on women, an effect consciously addressed by Mouret. See Zola, 
Ladies'Delight, rans. Fitzlyon, 77. For a study of gender and 
the department s ore, see Lisa Tiertsen, "Marianne in the De- 
partment Store: Gender and Politics of Consumption i  Turn- 
of-the-Century Paris," in Cathedrals of Consumption: The Eu- 
ropean Department Store, 1850-1939, ed. Geoffrey Crossick 
and Sergejaumain (Aldershot, Eng.: Ashgate, 1999), 116-34. 
5. After the description of the carpets, the narrative moves on to 
Denise's arrival at the store to begin work at 8 o'clock one Mon- 
day morning. She was "flabbergasted, nolonger ecognizing the 
entrance of the shop, and the finishing touches put to her con- 
fusion by this harem scene set up at the door" (Zola, Ladies' 
Delight, trans. Fitzlyon, 88). Slightly later in the novel a group 
of ladies are leaving the store, having met in the Oriental hall: 
"They were leaving, but they did so in a burst of voluble admi- 
ration. Even Madame Guibal was waxing enthusiastic. 'Oh! It's 
delightful! One feels one's actually there!' Yes, a real harem, 
isn't it? And not expensive!' Look at the ones from Smyrna, ah! 
those from Smyrna! What shades, what delicacy!"' (Zola, La- 
dies'Delight, rans. Fitzlyon, 114). 
6. Numerous tatements in the scholarship try to adjust he hi- 
erarchical ordering implicit in the distinction between "fine" and 
"industrial" art. See, for example, Gustave LeBon, "Les arts 
arabes," Gazette des Beaux-Arts, 2nd series, 28 (1883): 502- 
20. According to LeBon, "with the Arabs, art is found every- 
where," and even in furniture the most "insignificant details are 
worked out" (p. 512). A. de Champeaux considered the dis- 
tinction between "great" art and "decorative" art to be entirely 
modern and more "conventional than actual" (id., Portefeuille 
des arts d6coratifs [Paris: Librairie des Arts Decoratifs, 1888- 
89], i). Even in the first major handbook (Manuel d'art 
musulman, 2 vols. [Paris: Librairie Alphonse Picard et Fils, 
1907]), by Henri Saladin (vol. 1) and Gaston Migeon (vol. 2), 
the second volume bore the subtitle Les arts plastiques et 
industriels. The word art could not stand on its own but re- 
quired a qualifier. 
7. This was one of the principal rationales behind the founda- 
tion of the South Kensington Museum, London (renamed the 
Victoria and Albert Museum in 1899). Its collections would 
serve as an example of the world's arts and crafts and, by pro- 
viding models, inspire greater quality in industrially produced 
commodities. In 1903 Gaston Migeon wrote of the advantage 
in studying Islamic objects at a time when modern art "seems to 
have surrendered itself to all of the hazards of ruleless improvi- 
sation" (id., "L'exposition des arts musulmans a l'Union centrale 
des arts decoratifs," Gazette des Beaux-Arts, 3rd series, 29 
[1903]: 351-68, 368). 
8. For example, Henry Wallis writes: "New ideas are unsettling 
ancient raditions. Old things are passing away and among them 
those splendid arts that made the land glorious, and whose 
memory at least deserves permanent record. On the banks of the 
Ecbosz are rising palaces of modern European architecture; and 
in Persia, as elsewhere, the taste for cheap finery and tawdry mag- 
nificence, being once acquired, the demolition of the ancient world 
will proceed apace" (Burlington Fine Arts Club, Catalogue of 
SpecimensIllustrativeofPersian andArabArtExhibitedin 1885, 
intro. Henry Wallis [London: printed for the Burlington Fine Arts 
Club, 1885], xvi). The collector and dealer Hakky-Bey also com- 
mented on the decadence of contemporary artistic production i  
Islamic ountries after observing that all art traditions have their 
great periods (id., "Introduction," Lemiroir de l'art musulman: 
Revue mensuelle & illustree consacre'e a l'etude de l'art musulman 
2 [April 1898]: 27). The usage of the adjective Oriental encom- 
passes the art of Islamic ountries (in North Africa nd Asia) as 
well as art from India, China, andJapan. 
9. It is important to note that the term Islamic only became com- 
mon in the early years of the twentieth century, although it is 
used throughout this essay for the sake of convenience. A ra- 
cially and geographically derived nomenclature was used be- 
fore that time (Arab, Persian, Turkish), or the term Saracenic, 
which attempted to convey the fact of a multiracial and 
multiconfessional society with the general senses of "eastern" 
and "medieval." The latter was advanced by Stanley Lane-Poole 
in 1886; Saracenic was a style within which regional modifica- 
tions occurred (id., The Art of the Saracens in Egypt [London: 
Chapman and Hall, 1886], v-vi). Henry Wallis contested the 
undifferentiated title "Arab" art, noting, "Modern writers qualify 
the art produced in Persia, Egypt and the countries under Mo- 
hammedan rule as 'Arab,' forgetting that he evidences of an Arab 
art, other than that on a par with the abortive attempts of uncul- 
tured savages generally, have never existed," and concludes, "so 
the art of the various Muslim countries hould bear the appella- 
tion of their separate nationalities" (id., The Godman Collection: 
Persian CeramicArt inthe Collection ofMr. F. DuCane Godman, 
F.R.S: 7he Thirteenth-Century Lustered Vases [London: pub- 
lished privately, 1891], 9). The Exhibition ofMuslim Art in Paris, 
1893, caused some consternation because ofits very title, the col- 
lectors who had loaned objects protesting against he use of the 
term and not the usual designation "Arab art." For discussion of 
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the debate and an explanation of the term Muslim art, see 
Georges Marye, "L'Exposition d'Art Musulman (premier ar- 
ticle)," Gazette des Beaux-Arts, 3rd series, 10 (1893): 490-99, 
490. 
10. Burlington Fine Arts Club, Catalogue of Specimens. 
11. The exhibition brought together carpets from the collec- 
tions of the Austrian Royal Treasuries, private collectors, mu- 
seums, and various dealers. A massive three-volume publica- 
tion was produced after the exhibition (Imperial and Royal Aus- 
trian Commercial Museum, Oriental Carpets, English edition 
ed. C. Purdon Clarke, 3 vols. [Vienna, 1892-93]). The copi- 
ously illustrated publication was intended to serve as a record 
of the 1891 exhibition. Various authorities contributed to it, 
and their essays covered the history of carpet production in 
North Africa, Anatolia, the Middle East, and India. Some of the 
essays were accompanied by ethnographic photographs depict- 
ing nomadic encampments and looms with weavers. The essay 
by Purdon Clarke mentions the 1891 exhibition and the attempts 
made to sort material into groups according to the carpets' sty- 
listic features, as well as technical and material aspects (Orien- 
tal Carpets, vol. 1, pt. 2). 
12. The field is well served by a list of exhibitions of Islamic 
painting between 1900 and 1981: Nasrin Rohani, A Bibliogra- 
phy ofPersian Miniature Painting (Cambridge, Mass.: The Aga 
Khan Program for Islamic Architecture, 1981), 145-49. Unfor- 
tunately, nothing comparable exists for mixed media exhibitions 
or for those of the nineteenth century. For a brief factual narra- 
tive of nineteenth- and twentieth-century museums, exhibitions, 
and collections/collectors, see The Dictionary ofArt, vol. 16, s. 
v. "Islamic Art, ?XI 1-2, ?XII 1-2, and ?XIII 1-2" (London: 
Macmillan, 1996). 
13. Martha Ward noted that specialized techniques of display 
"began to develop only toward the end of the century and then 
primarily for shop merchandise" (ead., "Impressionist Installa- 
tions and Private Exhibitions,"Art Bulletin 73, 4 [1991]: 599- 
622, 599). She also suggested that specific practices and inno- 
vations of exhibitions "seem to have been prompted by intui- 
tivejudgments about the social connotations ofa variety of spaces 
and audiences and about the appropriate place and role of art in 
relation to each" (p. 599). 
14. Sarah Burns, Inventing the Modern Artist: Art and Culture 
in Gilded Age America (New Haven and London: Yale Univer- 
sity Press, 1996), esp. introduction. 
15. For a study of the exhibiton and producton of nineteenth- 
century modernism, see Yve-Alain Bois, "Exposition: Esthetique 
de la distinction, espace de demonstration,"Les Cahiers duMusee 
national d'art moderne 29 (Fall 1989): 57-79. For an excellent 
study of nineteenth-century independent exhibitions, see Ward, 
"Impressionist Installations and Private Exhibitions," 599-622. 
16. Among the earliest public collections of Islamic art in Eu- 
rope were those in London, the earliest perhaps being the Brit- 
ish Museum (opened in 1759; the Department of Oriental An- 
tiquities was founded in 1861). The South Kensington Museum 
exhibited Oriental Art in 1861, followed in 1886 by the Colo- 
nial and Indian Exhibition. The museum purchased a collec- 
tion of Persian art in 1876 from Colonel Murdoch Smith. In 
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materials in its permanent collection, the Portfolio of Oriental 
Art and Portfolio of Persian Art. 
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venues (e.g., the Oriental and Turkish Museum, St. George's 
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their own collections (e.g., The East India House Museum, 
founded in 1858; when the new India House was built in 1865, 
the collection went into storage). For an encyclopedic treatment 
of London's exhibitions, see Richard D. Altick, The Shows of 
London (Cambridge, Mass., and London: The Belknap Press 
of Harvard University Press, 1978). 
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tries and their architectural contexts-as single pavilions or as 
fabricated urban quarters (e.g., the "Rue de Caire" at the 1889 
Paris exposition; the "Camp ofDamascus Colony" at the World's 
Columbian Exhibition, Chicago, 1893; and the Tunisian souk in 
the 1900 Paris exposition)-have been the subject ofseveral stud- 
ies, including: Zeynep Celik, Displaying the Orient: Architecture 
ofIslam at Nineteenth-Century World's Fairs (Berkeley, Los An- 
geles, and Oxford: University of California Press, 1992), esp. 
chaps. 1-3; and William Schneider, "Colonies at the 1900 World 
Fair," History Today 31 (May 1981): 31-36. 
18. On the interrelation between museum and imperialist and 
colonialist projects, see Tim Barringer's essay, "The South 
Kensington Museum and the Colonial Project," in Colonialism 
and the Object, ed. Tim Barringer and Tom Flynn (London and 
New York: Routledge, 1998), 11-27. 
19. SeeJames Clifford, The Predicament of Culture: Twentieth- 
Century Ethnography, Literature, and Art (Cambridge, Mass., 
and London: Harvard University Press, 1988); and Johannes 
Fabian, Time and the Other: How Anthropology Makes Its Ob- 
ject (New York: Columbia University Press, 1983). For a more 
recent study of the nature/culture opposition established through 
the "symmetry" ofNew York City's American Museum ofNatu- 
ral History and the Metropolitan Museum of Art, respectively, 
see Mieke Bal, "Telling, Showing, Showing Off," Critical In- 
quiry 18 (Spring 1992): 556-94. 
20. The field's "self-diagnosis" is a process still in its early stages. 
A conference at the Victoria and Albert Museum, London, 16- 
18 October 1996, sought to explore aspects of the discipline's 
formation. See Stephen Vernoit, ed., Discovering Islamic Art: 
Scholars, Collectors and Collections, 1850-1950 (London: I. B. 
Taurus, 2000). Some notable exceptions that outline specific 
aspects in the history of Islamic collecting include:J. M. Rogers, 
Empire of the Sultans: Ottoman Artfrom the Collection ofNasser 
D. Khalili (Geneva, London, and Oxford: Musee d'Art et 
d'Histoire, the Nour Foundation, and Azimuth Editions, 1995), 
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15-23; Stuart Cary Welch, "Private Collectors and Islamic Arts 
of the Book," in Treasures of Islam, ed. Toby Falk (Secaucus, 
NJ.: Wellfleet Press, 1985), 25-31;Jennifer Cadero-Gillette, 
"Collecting and Displaying Islamic Art in 19th- and 20th-Cen- 
tury Europe," Qualifying Paper, Harvard University, May 1995; 
and Remi Labrusse, "Paris, capitale des arts de l'islam?: 
Quelques aper,us sur la formation des collections fran,aises d'art 
islamique au tournant du siecle," Bulletin de la Societe' de 
l'Histoire de l'ArtFranfais, annee 1997 (Paris, 1998): 275-308. 
Although Labrusse examines several of the exhibitons treated 
here, his focus is on factors that account for an increased inter- 
est in Islamic art up until the First World War and a reduced 
interest in it after that time. Cadero-Gillette's tudy will appear 
in a forthcoming issue of RES. 
21. Anon., Catalogue des objets d'art de l'Orient et de VOccident 
tableaux, dessins composant la collection defeu M. Albert Goupil, 
sale catalogue, H6tel Drouot, 23-27 April 1888 (Paris: 
Imprimerie de l'Art, 1888). 
22. The categories of Oriental objects in Goupil's collection are: 
carpets and textiles, glass, ceramics, bronzes, arms and armor, 
iron, ivory boxes, miscellaneous objects, marbles, wood, and 
furniture. 
23. Leon Charvet, Enseignement des arts de'coratifs: Histoire 
generale, procedes industriels caracteristiques des 6poques et de 
styles theorie de la composition dicorative des oeuvres d'art an- 
cien (Paris: Flammarion, 1889?). Arab and Persian art is cov- 
ered in chap. 7. The text was intended for experts, antiquar- 
ians, amateurs, and craftsmen (ouvriers d'art) among others. 
24. The Occidental room, by contrast, is less densely cluttered 
although it also unites tapestries, carpets (Oriental), furniture, 
sculpture, and paintings. 
25. For other authentic interiors, see the Arab rooms of Leighton 
House, London (by Georges Aitchison, 1877-79) and Cardiff 
Castle, Cardiff(by William Burges, 1800-1801), illustrated inJohn 
Sweetman, The Oriental Obsession: Islamic Inspiration in British 
and American Art and Architecture 1500-1920 (Cambridge and 
London: Cambridge University Press, 1988), 192-93. 
26. Georges Marye, "L'exposition d'art musulman (deuxieme 
et dernier article)," Gazette des Beaux-Arts, 3rd series, 1 1 (1894): 
54-72, 70. 
27. Emile Molinier, "La collection Albert Goupil. I. L'art 
occidental," Gazette des Beaux-Arts 32 (May 1885): 377-94; and 
Henri Lavoix, "La collection Albert Goupil. II. L'art oriental," 
Gazette des Beaux-Arts 32 (October 1885): 287-307. 
28. Lavoix, "La collection Albert Goupil. II. L'art oriental," 287. 
A mashrabiya is a projecting window with a latticework frame. 
When used as a general term, it may refer to turned wood. 
29. Cited in Glenn D. Lowry and Susan Nemazee, A 
_]eweler's 
Eye: Islamic Arts of the Book from the Vever Collection (Wash- 
ington, D.C., Seattle, and London: Smithsonian Institution and 
University of Washington Press, 1988), 28. 
30. Cited in Lowry and Nemazee, A jeweler's Eye, 23. 
31. Washington, D.C., Freer Gallery of Art, Archive. Henri 
Vever Papers, gift accession no. A. 1988. 4, box 1 of 2, folder 3 
(H. V. 1 1889-1901). 
32. Washington, D.C., Freer Gallery of Art, Archive. Henri 
Vever Papers, gift accession no. A. 1988. 4, box 1 of 2, folder 5 
(H. V. 3 Nov. 1898-Nov. 1899). 
33. Eugene Grasset (1841-1917), a prominent Art Nouveau art- 
ist, worked in a variety of media. For a general survey of his 
work and his professional relationships with Vever and Gillot, 
see Anne Murray-Robertson, Grasset: Pionnier de l'art nouveau 
(Paris: Bibliotheque des Arts, 1981). 
34. For studies relevant to the subject of informal and formal 
social groups and societies in late nineteenth-century France, 
see Ward, "Impressionist Installations and Private Exhibitions," 
605, n. 22; and the recent book by Tamar Garb, Sisters of the 
Brush: Women's Artistic Culture in Late Ninteenth-Century 
Paris (New Haven and London: Yale University Press, 1994). 
35. In fact, many people believed that the supply of objects in 
North Africa and the Middle East was depleted, obviating the 
need for travel. 
36. The Parisian public had already been primed in the 1860s 
and 1870s. L'Union centrale des Beaux-Arts had organized 
shows that included Oriental art in 1865 and at the Champs de 
Mars in 1867 (at the Universal Exposition). These exhibitions 
brought together works dispersed throughout private and pub- 
lic collections. In 1869, l'Union Centrale des Beaux-Arts 
"moved the question forward in a massive step by defining ex- 
hibitions according to kind (espe.ce) and reserving the limits of 
the vast rooms of the Palais de l'Industrie to the art products of 
a single country of the world. This time, the union wanted to 
introduce us to the splendors of the Orient" (A. Jacquemart, 
"Exposition de l'Union centrale des Beaux-Arts appliques a 
l'industrie. Musee Oriental," Gazette des Beaux-Arts, 2nd se- 
ries, 2 [1869]: 332-51, 332). 
37. Brigitte Felderer and Eleonora Louis, "The Constancy of 
the Ephemeral: On the Self-Representation of Art in the Vienna 
Secession," in Secession: The Vienna Secession from Temple of 
Art to Exhibition Hall, ed. Eleonora Louis (Ostfildern-Ruit, Ger- 
many: Hatje, ca. 1997), 108-57, 134. 
38. One contemporary account of the artist's studio, written by 
Elizabeth Bisland in 1889, understood it as a reflection of "the 
quality of the work attempted there, and of the character of the 
workman" (ead., "The Studios of New York," The Cosmopoli- 
tan 7, 1 [May 1889]: 2-22, 2). Bisland noted that "Unkemptness 
is the tradition of the painter's atelier; but it is the pleasant con- 
fusion of beautiful things which serve him as still life models, 
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and are at once the natural expression of his fondness for color 
and form, and the silent influences which constantly deepen it" 
(p. 2). Objects in an artist's studio were rarely transferred to 
canvas but served to "foster the owner's passion for color, and 
to give him the inspiration he draws in from the sense of dignity 
and sumptuousness of his surroundings" (p. 6). Functional and 
formal parallels between the artist's studio and the amateur's 
home do not require elaboration. Vever's atelier was located in 
the same building as his shop. His contemporary and friend 
Grasset also housed a part of his collection in his atelier. For a 
photograph of Grasset in his studio, see Murray-Robertson, 
Grasset, 156. A comparison could also be made between 
Goupil's Oriental room and a painting by A. E. Duranton. The 
extreme left bay of Duranton's painting closely resembles the 
Goupil interior, although Thornton identifies it by the title "At 
Jean Leon Gerome's." For illustration, see Lynn Thornton, The 
Orientalists: Painter-Travellers 1828-1908 (Paris: ACR Edi- 
tion Internationale, 1983), 24-25. 
39. For general historical frameworks of European department 
stores and numerous photographs of interiors and window dis- 
plays, see Alexandra Artley, ed., The Golden Age of Shop De- 
sign: European Shop Interiors 1880-1939 (London: The Ar- 
chitectural Press, 1975); Marrey, Les grands magasins des 
origines 2 1939; and Bill Lancaster, The Department Store: A 
Social History (London and New York: Leicester University 
Press, 1995). 
40. Anon., Collection Hakky-Bey: Objets d'art et de haute curiosite 
arabes et europeens, sale catalogue, Hotel Drouot (Paris: 
Imprimerie Georges Petit, 1906). The catalogue lacks a pref- 
ace, and the "installation" image bears no caption. 
41. Vever records attending the sale in his diary entry of 7June 
1898. He mentions other collectors-Gillot, Demaison, and 
Koechlin-who attended the sale. Washington, D.C., Freer 
Gallery of Art, Archive. Henri Vever Papers, gift accession no. 
A. 1988. 4, box 1 of 2, folder 4 (H. V. 2 May-Nov. 1898). 
42. Henri Cordier, "La Collection Charles Schefer," Gazette 
des Beaux-Arts, 3rd series, 20 (1898): 245-58, 258. 
43. In 1903 Migeon looked back to the 1878 exhibition, think- 
ing that it was the first to show Islamic art in Paris. Among the 
lenders, he identified Goupil, Schefer, Leroux, and Piot (Gaston 
Migeon, "L'exposition des arts musulmans au Musee des Arts 
Decoratifs," Les Arts: Revue Mensuelle des Musees, Collections, 
Expositions 16 [April 1903]: 2-34, 2). 
44. Henri Lavoix, "La Galerie orientale du Trocadero," Ga- 
zette des Beaux-Arts, 2nd series, 18 (1878): 768-91, 782. The 
lenders that he mentions include: de Rothschild, Delort de 
Gleon, Ger8me, Dutuit, Edouard Andre, Basilewsky, Posno, 
Cheblowski, and Eugene Piot. 
45. Lavoix, "La Galerie orientale," 784. 
46. Lavoix, "La Galerie orientale," 791. 
47. Lenders included Edmond de Rothschild, Gerome, Hakky- 
Bey, Louis Gonse, Siegfried Bing, Albert Aublet, Bacri, Albert 
Hartmann, Giannuzzi, Doisy, and Edouard Blanc. 
48. Marye, "L'exposition d'art musulman (premier article)." 
Migeon's recollection was that Marye had been in charge of the 
1893 exhibition, adding that he was curator at the Museum of 
Arab Art in Algiers (Migeon, "L'exposition des arts musulmans 
au Musee des Arts Decoratifs," 2). 
49. Marye, "L'Exposition d'Art Musulman (premier article)," 
490-91. 
50. Another example is thejournal produced in Paris by Hakky- 
Bey. Published in French and Ottoman, the journal Le Miroir 
de l'Art Musulman: Revue Mensuelle & Illustree Consacree a' 
l'Etude de l'Art Musulman (first issued in March 1898) sought 
to promote Islamic art and was accompanied by dealers' adver- 
tisements. 
51. Periodically Migeon assessed the state of the Louvre's col- 
lections of Islamic art. In 1905 he wrote that the collections still 
did not match England's, and in 1913 he was able to report "now 
the Oriental collections have been developed for ten years at 
the Louvre, and the single room devoted to them has become 
entirely insufficient" (Gaston Migeon, "Notes d'archeologie 
musulmane a propos des nouvelles acquisitions du Louvre," 
Gazette des Beaux-Arts, 3rd series, 33 [1905]: 441-55,441; and 
id., "Notes d'archeologie musulmane: Acquisitions nouvelles 
du Musee du Louvre," Gazette des Beaux-Arts, 4th series, 10 
[1913]: 481-98, 498). 
52. Vever records his membership in the diary entry for 28 Feb- 
ruary 1898. The foundation gave money to purchase objects, and 
on a visit to the Louvre that day he met with "Migeon, Koechiin, 
Gillot, Groult, Camondo, Rouart, Breuot, Lutz, Dreyfus, 
Kaempfen, Manheim, etc. etc." Migeon showed new acquisitions 
and proposed other objects to Vever and Gillot "that were in his 
cabinet [Migeon's] as well as Molinier's," and Veverwas "stupified 
at the great prices that he outlined." Washington, D.C., Freer 
Gallery of Art, Archive. Henri Vever Papers, gift accession no. A. 
1988. 4, box 1 of 2, folder 3 (H. V. 1 1898-1901). 
53. F. R. Martin, F. R. Martins Sammlungen aus dem Orient in 
der Allgemeinen Kunst-und Industrie-Ausstellung zu Stockholm, 
1897 (Stockholm: Norstedt and Sons, 1897). 
54. For a discussion of the installation of commercial galleries, 
see Ward, "Impressionist Installations and Private Exhibitions," 
599-601; and for the history of hanging techniques, see Giles 
Waterfield, "Picture Hanging and Gallery Decoration," in Pal- 
aces of Art: Art Galleries in Britain, 1790-1990, ed. Giles 
Waterfield (London: Dulwich Picture Gallery, 1991), 49-65. 
An interesting comparison could be made between Martin's 
exhibition and that of Persian and Arab art held in London by 
the Burlington Fine Arts Club in 1885. The absence of photo- 
graphic documentation would make any conclusive statements 
foolhardy; all that can be gleaned of its installation comes from a 
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descriptive catalogue (Burlington Fine Arts Club, Catalogue of 
Specimens Illustrative of Persian and Arab Art Exhibited in 
1885). Although the London show put a variety of media on 
display-ceramics, metalwork, arts of the book, carpets, tex- 
tiles-it was dominated by the Englishmen's rich collections of 
ceramics, a wealth bemoaned by French contemporaries and 
writers of later years. Thirteen cabinets and one table-case 
housed objects, with more arranged on the cabinets' upper sur- 
faces and underneath them. Still more objects were hung on the 
wall surfaces left open around the cabinets. Well over 600 ob- 
jects were shown in the quarters of the club. Wallis, author of 
the exhibition's catalogue, notes how the modern collector "is 
no longer alone content with the acquisition of rare or precious 
objects; he seeks to comprehend their artistic intention and to 
become acquainted with their relations and affinities" (p. v). The 
collector is not content with archival research and now "the lo- 
calities where the special arts are cultivated are visited and ex- 
plored, and even the very earth is excavated and sifted" (p. vi). 
Wallis's statement that an art history could be deduced from 
the material at hand is unusual for its time. 
The arrangement of objects in Martin's exhibition could 
also be compared to the "reconstruction" of a Tunisian souk in 
the Trocadero park at the 1900 Paris universal exposition. For 
an illustration of it, see ?elik, Displaying the Orient, 22, fig. 5. 
55. Waxwork figures clad in authentic costume had been used 
as early as the summer of 1854 in London at the Oriental and 
Turkish Museum. Rooms-baths, coffee houses, palace, harem, 
bazaars, etc.-were fitted with objects to display aspects of daily 
life and were inhabited by waxwork figures. See Altick, Shows 
of London, 496. In contrast, the nineteenth-century universal 
expositions favored the importation of authentic "native" sub- 
jects for their simulated street scenes or urban quarters. The 
ethnographic dimension of Martin's collection may derive from 
his museum experience; in 1884 he became assistant at 
Stockholm's ethnographical museum, and in 1890 he became 
an assistant at the archaeological museum. 
56. The collection was published in a large volume, F. R. Martin, 
The Miniature Painting and Painters of Persia, India, and Tur- 
keyfrom the 8th to the 18th Century (London: Holland Press, 1912; 
rpt. Trowbridge and London: Redwood Press Ltd., 1968). 
57. Lowry and Nemazee (7eweler's Eye, 31) already remarked 
on Martin's strategies of sale. In one documentable instance, 
Martin invented an object, the so-called Bellini Album, to serve 
as a cover for the actual source of the materials the album was 
said to contain. For the full story, see DavidJ. Roxburgh, "Dis- 
orderly Conduct?: F. R. Martin and the Bahram Mirza Album," 
Muqarnas 15 (1999): 32-57. 
Martin published extensively. In the same year of the exhi- 
bition, he published two other short texts: F. R. Martin, Moderne 
Keramik von Centralasien (Stockholm: G. Chelius in Kom- 
mission, 1897); and id., Thuren aus Turkestan (Stockholm: 
Koniglichen Buchdruckerei, 1897). 
58. Marye reported on the exhibition in the two articles for 
Gazette des Beaux-Arts already cited. After a brief description of 
the installation, he continues with a summary of highlights in 
each category of media and makes frequent references to the 
collectors who had lent objects to the exhibition. Marye also 
notes that in number of objects the exhibition could easily have 
been outstripped by collections in England but concludes that 
the French collectors' taste could not be outdone. The harmony 
and variety of the assemblage gathered at the Palais des Champs- 
Elysees were a testament o the French collectors' taste, one 
"much different from the English and the Germans." 
59. Marye, "L'exposition d'art musulman (deuxieme t dernier 
article)," 72. 
60. Marye, "L'exposition d'art musulman (premier article)," 
491. 
61. As commented upon by Lowry and Nemazee, jeweler's Eye, 
19. 
62. De Champeaux, Portefeuille des arts decoratifs. For Islamic 
objects ee pls. 21, 26, 28, 39, and 91. 
63. Gaston Migeon, Exposition des arts musulmans auMushe des 
Arts Decoratifs (Paris: Librairie Centrale des Beaux-Arts, 1903). 
64. Gaston Migeon, Max van Berchem, and Cl. Huart, Exposi- 
tion des arts musulmans: Catalogue descriptif, l'Union centrale 
des arts decoratifs, Pavillon de Marsan (Paris: Societe Franqaise 
d'Imprimerie etde Librairie, 1903), 3-4. 
65. The media were: marble and stone; ivory; wood; copper; 
bronze, iron, steel; weapons; gold, enamel, jewelry; ceramics; 
glass; carpets; textiles; manuscripts; paintings; leather and lac- 
quer bindings. 
66. Raymond Koechlin, "L'Art Musulman: A propos de 
l'exposition du Pavilion de Marsan," Revue de l'Art 1 (1903): 409- 
20, 410. Another eview essay deals exclusively with the illus- 
trated manuscripts and paintings (E. Blochet, "Musulman Manu- 
scripts and Miniatures as Illustrated in the Recent Exhibition at 
Paris, Part I," Burlington Magazine 2 June-August 1903]: 132- 
44). Blochet notes, however, that a visitor's cursory examination 
of the exhibition may produce the impression that "all these min- 
iatures are so many isolated artistic fancies, scarcely connected 
one with the other" (p. 132) and that the artists who produced 
the paintings were unaware of their tradition's history. 
67. Migeon, "L'exposition des arts musulmans au Musee des 
arts decoratifs," 2.
68. Migeon, "L'exposition des arts musulmans au Musee des 
arts decoratifs," 3.
69. Migeon, "L'exposition des arts musulmans au Musee des 
arts decoratifs," 3. 
70. Migeon, "L'Exposition des Arts Musulmans a l'Union 
Centrale des Arts Decoratifs," 351-68. 
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71. Migeon, "L'exposition des arts musulmans a l'Union centrale 
des arts decoratifs," 354. 
72. Koechlin, "L'art musulman: A propos de 1'exposition du 
Pavillon de Marsan," 409-20. 
73. Koechlin, "L'art musulman: A propos de 1'exposition du 
Pavillon de Marsan," 410. The concern stayed with Koechlin. 
Reviewing an exhibition of Oriental textiles and Persian and In- 
dian paintings in 1907, he wrote: "The public has too great a 
tendency to confuse the nicknacks (Turqueries) of the bazaar with 
Oriental art,just as it poorly differentiates betweenjapanese art and 
Japanese objects Japonneries) made for export" (id., "L'Exposition 
de tissus orientaux et de miniatures de la Perse et de l'Inde au Musee 
des Arts Decoratifs," Muse'es et monuments de France: Revue 
mensuelle d'art ancient et moderne 2 [1907]: 36-38, 38). 
74. Georges Marcais, L 'exposition d'art musulman d'Alger, Avrd1 
1905 (Paris: Ancienne Librairie Thornin et Fils and A. 
Fontemoing, 1906), 5. 
75. Marcais, L'exposition d'art musulman d'Alger, 5. 
76. Marcais, L'exposition d'art musulman d'Alger, 14. 
77. Marcais, L'exposition d'art musulman d'Alger, 15-19. 
78. In Marcais's (L'exposition d'art musulman d'Alger, 17) esti- 
mation, "the visitor to the room will be struck by the rugged origi- 
nality of this art, where traces of a primitive and barbaric orna- 
mentation persist in the juxtaposition and remembrance of Byz- 
antine art in the form of unexpected survivals of classical forms." 
79. France's relation to its colonies and the development of co- 
lonial museums is a topic too large for detailed study here. Ac- 
cording to Marcais, the collection of Islamic art objects that one 
could find in the country was stipulated by the governor gen- 
eral of Algeria, Marechal Bugeaud. A permanent exhibition of 
them occurred in 1854, and by 1889 Algiers became the fixed 
depository for the collection. Housed originally in the National 
Library, the collections moved to a new building that was inau- 
gurated in 1897. In the same account, he notes that Governor 
General Jonnart ordered the 1905 exhibition. The National 
Museum of Algerian Antiquities and Muslim Art became the 
Stephane Gsell Museum in honor of what he had done to de- 
velop its collections and in its original constitution (Georges 
Marcais, Le Musee Stiphane Gsell: Musee des antiquitis et d'art 
musulman d'Alger [Algiers: L'Imprimerie Officielle, n.d.], 7-8). 
80. Ausstellung Miinchen 1910 Amtlicher Katalog. Ausstellung 
von Meisterwerken muhammedanischer Kunst. Musikfeste Mus- 
ter-Ausstellung von Musik-Instrumenten (Munich: Rudolf 
Mosse, 1910). 
81. Ausstellung Miinchen 1910 amtlicher Katalog, 10-1 2. 
82. On 22 October 1898, Vever met with Koechiin, Gillot, and 
Migeon after their return from a trip to Cairo. Vever remarks: 
"But there are no more really fine bibelots; Cairo is nothing but 
a bazaar." Nevertheless, the party managed to "rout out" 
(diniche) some fourteenth-century brass objects. Vever's choice 
of the term bazaar has a more or less pejorative ring to it. By his 
time bazaar was used to refer to commercial contexts/enter- 
prises. Washington, D.C., Freer Gallery of Art, Archive. Henri 
Vever Papers, gift accession no. A. 1988. 4, box 1 of 2, folder 5 
(H. V. 3 Nov. 1898-Nov. 1899). 
83. Ausstellung Miinchen 1910 amtlicher Katalog, 7. 
84. Ausstellung Miinchen 1910 amtlicher Katalog, 8. 
85. Ausstellung Miinchen 1910 amtlicher Katalog, 8. 
86. Ausstellung Miinchen 1910 amtlicher Katalog, 13. 
87. Media were arranged in the following order: carpets; arms; 
arts of the book; ceramics; rare and precious objects; glass and 
rock crystal; stone, ivory, and wood; textiles; metalwork; Euro- 
pean responses to the Orient; documentation, publications, 
casts, photographs; and a supplement (presumably late addi- 
tions to the list of objects). 
88. The total number ofindividual items was greater. Some cata- 
logue entries are for multiple objects. 
89. The majority were antique dealers specializing in carpets. One, 
Kruger and Hahn, purveyor to the court, Cottbus, specialized in 
the reproduction of Smyrna carpets. Only one firm, Persian Art 
Gallery, was located outside of Germany (offices in London and 
Paris). AusstellungMiinchen 1910 amtlicherKatalog, 273-75. 
90. Carpentry was byJos. Troger, painting by Fritz Elchlepp 
andJos. Urban, and interior decoration by Franz Stumpf. 
91. The exhibition grounds were located west of the city near 
Theresien-wiese. The Baedeker's guide of 1914 names the area 
as the Ausstellung's Park, and exhibition halls 3, 4, and 5 are 
visible as the core of the building. See Karl Baedeker, Southern 
Germany (Wurtenberg and Bavaria): Handbookfor Travellers, 
12th ed. (Leipzig: Karl Baedeker, 1914). 
92. AusstellungMiinchen 1910 amtlicher Katalog, 268. 
93. F. Sarre and F. R. Martin with essays by M. van Berchem, 
M. Dreger, E. Kiihnel, C. List, and S. Schr6der, DieAusstellung 
von Meisterwerken muhammedanischer Kunst in Miinchen 1910, 
4 vols. (Munich: F. Bruckmann A.-G., 1910-12). 
94. Many of these individuals were members of the exhibition 
committee (directed by Von Tschudi). According to Sarre (Die 
Ausstellung von Meisterwerken muhammedanischer Kunst in 
Miinchen 1910, 1:2), the members were responsible for making 
the exhibition an "art historical enterprise." 
95. The photograph was taken looking toward room 71, with 
room 2 directly behind the photographer. 
37 
This content downloaded  on Fri, 1 Mar 2013 09:14:18 AM
All use subject to JSTOR Terms and Conditions
DAVID J. ROXBURGH 
96. Sarre, Die Ausstellung von Meisterwerken muhammed- 
anischer Kunst, 1:2. 
97. Sarre, Die Ausstellung von Meisterwerken muhammed- 
anischer Kunst, 1:3. 
98. See August L. Mayer, "Ausstellungen von Miniaturmalereien 
aus dem islamitischen Kulturkreis in Miinchen 1910," 
Monatsheftefiir Kunst-Wissenschaft 3, 8-9 (Aug.-Sept. 1910): 
331-39. 
99. Roger Fry, "The Munich Exhibition of Mohammedan Art- 
I," Burlington Magazine 17, 89 (August 1910): 283-90; id., 
"The Munich Exhibition of Mohammedan Art-II," Burlington 
Magazine 17, 90 (September 1910): 327-33. 
100. Gaston Migeon, "Exposition des arts musulmans a 
Munich," Les Arts: Revue Mensuelle des Musees, Collections, Ex- 
Positions 9, 108 (December 1910): 2-32. 
101. Migeon, "Exposition des arts musulmans a Munich," 4-7. 
102. Raymond Koechlin, "Correspondance d'Allemagne: 
L'exposition d'art musulman a Munich," Gazette des Beaux- 
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